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Abstract
This thesis proposes a theoretical reconceptualisation of the subject 
of dance as taught in secondary education in England and Wales. 
The conceptualisation which underpins the current dance as art 
model is made problematic by postmodernism, the status of 
knowledge in postmodemity and the reinterpretation of modernism 
occurring within academia. The GCSE and GCE A Level 
specifications, developed in 1986 and 1988 respectively, and their 
modernist paradigm, seem open to challenge by current practice 
within the art form of dance. A Foucauldian genealogical approach 
is employed to track continuity and change within the three 
organising principles by which dance subject content is ordered 
within these specifications. A detailed textual analysis, using 
Derridean and Foucauldian approaches, reveals the problematic 
use of formalist analytical fi*ameworks. I question how and in what 
manner knowledge is constrained and show how the study of 
current practice is marginalised.
The nature of current practice is examined by analysis of the UK 
dance landscape in 2004-5. A textual analysis of the critics’ 
reviews and other documentation allows the identification of 
challenges within current practice. A case study of Akram Khan’s 
ma (2004), selected for its hybrid style which seems resistant to 
formalist analysis, is undertaken. Postcolonial, feminist and 
cultural studies theorists are used to throw into relief the opinions 
expressed by the critics who, it is proposed, use formalist analytic 
strategies similar to those outlined in the specifications. This type 
of critique results in problematic evaluations of ma, I argue for an 
intertextual analysis of ma to provide a more appropriate 
interpretation of the work. The organising principles of dance 
education are re-characterised and a new theoretical 
conceptualisation is proposed on which dance educators, and those 
responsible for writing specifications in the future, might draw to 
construct more detailed curriculum practice.
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Chapter 1. Imperatives for re-conceptualising dance in education
Twenty years ago a teacher complained, in respect of the recently introduced GCE O 
Level in Dance, that the syllabus was restrictive, outdated and inhibiting;
the history element stops eight years ago...[which] inevitably means that a 
huge section on modem/new dance is totally omitted...study and assessment 
of choreography is weighted towards ‘motif and development’... because these 
are the criteria that the examiners find easier to assess.. .for the time being we 
are struck with the notion... [that] the laying down of statutory criteria [is] 
sometimes at the cost of the innovation and creativity.
(Triumph 1984/85, p. 17)
Her words uncannily reflect my own concerns in respect of dance in education today. 
In the passage of time much has changed, yet much remains. Restrictive: the 
specifications for GCSE and GCE A Level dance which I teach, moderate and 
examine, specify everything from the subject content to the mode of assessment and 
leave little room for manoeuvre in the mode of delivery.^ Outdated: in summer 2005 
A2 candidates answered questions in the written examination on Richard Alston’s 
Pulcinella (1987), Ashley Page’s Soldat (1988) or Nijinska’s Les Noces (1923). All 
works that are valuable and interesting in themselves but the context of each leads one 
back to the Diaghilev inheritance, as if to the gateway of an inevitable future. 
Inhibiting: for GCSE ‘the dance may be composed in any style but check that the use 
of a particular style of dance will not limit the candidate’s ability to fulfil the criteria’ 
(Anonymous 2003e, p. 12). The needs of assessment are prior to choreographic choice.
A major event cuts between my concerns and Triumph’s in the opening paragraph. 
The 1988 Education Reform Act introduced a new statutory fi*amework for learning 
and established a National Curriculum for England and Wales.^ Based upon a 
subject-centred approach to knowledge, dance was placed in the physical education 
(PE) framework. Although there have been minor revisions (the National Curriculum 
has operated in a five year cycle), no substantial changes have been made to the 
rationale. Dance is valued by dance teachers for arts-based functions in the main so 
there has been longstanding debate in the educational arena in respect of the problems 
inherent in situating dance within the criteria of another subject, particularly one 
which is wedded to a diverse range of sports and other physical activities. It is not 
necessary to rehearse this in full here, however for the purposes of the thesis three 
issues are of note. First, an overemphasis ^ n  performance experiences; second, a
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failure to address fully the artistic aspects of dance; and third, problems with the use 
of terminology associated with PE to describe dance content and processes. In key 
stages 1-3 for example,
all pupils should be involved in dance as part of physical education. This 
should comprise a continuous process of planning, performing and evaluating 
-  with the greatest emphasis on actual performance.
(Department of National Heritage 1996, p.66) ^
The emphasis on physical skills is clear, the processes barely suggest artistic ones and 
they do not ‘address the essential aspect of appreciation, which is far wider than the 
notion of evaluation’ (NDTA 2004, p.S)."^  In summary, ‘the proposals fail to indicate 
sufficiently, that dance as an art form has its own language, body of knowledge and 
understanding’ (NDTA 1999, n.p) and thus they do not make explicit ‘the nature of 
dance as a creative, imaginative activity’, study of which is undertaken through 
composition, performance and appreciation (NDTA 2004, n.p). A major Select 
Committee review noted that ‘much of the sector believes that the Government should 
review its policy position in respect to dance within the National Curriculum’ (Select 
Committee on Culture Media and Sport 2004, para. 103, n.p) and called upon the 
Minister to carry this out.  ^ The result was a restatement of the status quo,
the government has no plans to change the status or nature of dance in the 
curriculum...the government believes that at present, dance is able to benefit 
firom the high level of investment that is going into sport.
(Anonymous 2004c, p.7)
Consequently there is no purpose to be gained from revisiting the arguments in 
respect of physical versus artistic education. The tension that continues to exist, 
however, between PE criteria in key stages 1-3 and the rationale preferred by dance 
educators, as outlined in NDTA sources and evidenced in GCSE and A Level 
specifications, place the subject within danger whenever curriculum issues are 
revisited by government. What is useful however, as it contributes to why it is 
important to examine dance as it is taught in education at this point, is to note the 
strong commitment to the art model as the ground of choice from which defence of 
the subject is made by dance educators and hence the overwhelming importance of 
clarifying what this is. A survey of dance teachers conducted by the National Dance 
Teachers Association (NDTA) found that 77.3% of respondents strongly agreed with
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the statement that ‘the underpinning rationale for dance in schools, is as an art form 
that contributes to the artistic, aesthetic, cultural, social and physical education of 
pupils’ (NDTA 1998b, n.p).^ When GCSE was revised for 2003, a process I was part 
of as a member of the development team, Judy Smith (Chief Examiner) sent a 
questionnaire to all centres entering dance candidates. Commitment to artistic 
purposes was clear; 80% stated that choreography was the most liked assessment and 
since an aim was to lighten the burden, a question asked which component should be 
removed, to which 0% identified choreography (Smith 2001, p. 15).
In spite of concerns about its placement in the National Curriculum, dance is a 
growing subject. Candidates for GCSE numbered 6,192 in 1997, rising to 15,928 in 
2005 (examination board figures); for A Level there were 698 in 1997 and 983 in 
2002 for example (NDTA 2004).^ In 2004 there were 260 Sports Colleges and 175 
Arts Colleges specialising in performing arts (NDTA 2004). Both typeg of schools 
tend to include dance in their curriculum. The Physical Education, School Sports and 
Club Links strategy (PESSCL), a recent current government initiative, also adds the 
responsibility for Sports Colleges to disseminate good practice and raise achievement. 
I was the consultant who developed the Gifted and Talented Framework Pilot to 
identify and support such dancers as part of this.* I was restricted, under PE rationale, 
to focus on issues of performance however my work revealed that teachers may have 
narrow ideas of what constitutes talent that do not fully take into account current 
practice within the art form of dance. Young people with learning difficulties, for 
example, are missed because “there is no point in identifying them”. The teacher who 
made this comment to me was unaware that mixed ability companies such as 
CandoCo have altered perceptions in this respect. The government intends that 
specialist school provision should increase and this will undoubtedly see a 
concomitant rise in dance activity. These aspects provide further impetus to consider 
the rationale of dance in education at this point in time.
The current sociocultural situation also presents difficulties in general in respect of the 
National Curriculum. All our Futures (1999), a major report looking at the creative 
and cultural education of young people, by its very title at the turn of millennium 
demonstrates the importance the UK government places on meeting change with a 
sense of purpose. ^  It stated that.
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education throughout the world faces unprecedented challenges: economic, 
technological, social and personal...to promote creativity, adaptability and 
better powers of communication. We argue that this means reviewing some of 
the basic assumptions of our education system.
(NACCCE 1999, p.9)
The upheaval they predict in these spheres of life may be unpredictable in various 
ways and poses questions for the subject of dance. The report concludes that it is 
necessary to
rethink the purposes, methods and scale of education in our new 
circumstances... valuing and integrating creativity in teaching and 
learning...and...linking this to promoting knowledge and understanding of 
cultural change and diversity.
(p. 16).
An earlier report on public attitudes to the arts also stated that ‘the task...is to help 
ensure that education is seen as central to the arts, and the arts to education’ (Webber 
and Challans 1993, p.95).^ ® In the intervening period the government commissioned 
and then appeared to reject many of the elements in the Tomlinson Report which 
suggested a Baccalaureate style school leaving certificate as one response to the 
problems faced by the education system in the 21®* century.** In 2005 the White 
Paper on 14-19 Education and Skills reinvigorated some of Tomlinson’s proposals 
and heralded the introduction of a series of specialised diplomas.*  ^Given the rapidity 
of these changes and the inevitability that the curriculum will be revisited to evaluate 
them, it would seem timely to investigate those issues particularly pertinent to dance.
The government states that ‘for our country to succeed... [it] requires an education 
system which transmits and develops knowledge and culture from one generation to 
the next’ (Anonymous undated-c, n.p). The NDTA also suggest a form of dance in 
education ‘that enables [young people]...to recognise and understand their own 
cultural values, and those of others’ (NDTA 1998a, p. 14). What is significant here is a 
need to engage with current culture in all its diversity. Bauman usefully reinforces this 
point;
the problem of the postmodern world is not how to globalise superior culture, 
but how to secure communication and mutual understanding between cultures.
(in Seidman 1994, p. 195)
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The A Level and GCSE specifications have been through various revisions, but date 
jfrom 1986 and 1988 respectively. A question which must now be asked is how far 
they answer to current practice.
This question is impressed on me because of my own background. I trained at the 
London College of Dance and Drama on a course which incorporated different dance 
techniques, as well as the study of Laban methods, at a time when most dance 
teachers only studied the latter. This was a time when,
arts teaching... was, at heart, a psychological paradigm of the present tense: of 
personal learning, of immediate process, of sincerity and spontaneity with as 
little formal mediation as possible...the teacher was essentially the releaser of 
the child’s innate creativity through acts of self-expression and self-discovery
(Abbs 2003, p.49)
I began teaching in the mid 1970s when the position of dance in schools was very 
fluid, still based in child-centred pedagogy but gradually changing to arts-based 
approaches. I was inclined to view dance as most beneficial for young people when it 
was studied fi*om the latter perspective. For some time I taught in deprived areas of 
London and strove to engage with current practice in order to give relevance to the 
emerging structure of dance in the curriculum. I attended classes at the London 
Contemporary Dance School where Martha Graham technique, a relatively recent 
import fi*om the USA, was being taught. The school had only opened in 1966 and 
American influenced modem dance was introducing new models of theatre practice 
that my students enjoyed seeing.*^
The history of dance in education that I will draw upon is in part, therefore, my 
personal history. I acknowledge this because I am in sympathy with those views that 
currently propound an art model for dance in education. I now engage with teachers 
on regular delivery of in-service training courses and write many of the resources that 
are published to assist them in the teaching of set works for GCSE and A Level dance. 
The rationale I have to follow during these processes seems increasingly problematic 
in respect of current practice within the art form and yet the need to understand 
cultural values and diversity might be paramount in the 21®* century, as indicated 
above. A hypothesis is that postmodernism might also be key to understanding the 
challenges; a point which is returned to later in this chapter.
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The philosophy which underpins the subject of dance in education in Britain has 
changed gradually. H’Doubler (1957), writing of the USA experience makes an early 
case for dance as art. (Redfem 1973), and later (1983) and (1986) with more focus on 
dance as aesthetic education, critiqued the application of Laban’s principles which 
had supported child-centred approaches in the 1950s and 1960s and thus encouraged 
an art of dance model. She stated that ‘an educator...has...to widen the learner’s 
concept of art’ (Redfem 1986, p.39), a principle which I have indicated is still thought 
important amongst dance teachers in general and hence the need to explore how dance 
in education engages with current practice.
There are few theorists however exploring and constmcting the field under discussion. 
A brief introduction summarises their contribution but further consideration of their 
perspectives is necessary later in this chapter. Of particular significance in respect of 
the National Curriculum is Smith-Autard (1994; 2002; 2004), and writing as Smith 
(1985), who uses similar aesthetic and philosophical approaches to Redfem. Smith- 
Autard identifies the current situation in education as a mid-way model, by which she 
means a conceptualisation which amalgamates elements fi*om professional dance 
training with the earlier child centred, Laban-based notions. She posits a three strand 
firamework which is characterised slightly differently to that now operating within the 
National Curriculum and the public examinations. She suggests viewing as an 
alternative term for appreciation and relocates the latter to an overarching position;
^ F R E O A n o v
Through
CREATING
PERFORMING
VIEWING
(Smith-Autard 2002, p.28)
Although she acknowledges the interrelatedness of the areas, Smith-Autard carves out 
her chosen hierarchy of value because she views appreciation not as ‘a process... [but] 
an outcome...[which] is constantly being developed through all three activities’ 
(2002, p.29). Appreciation can operate in this overarching way but it also has an 
applied character, since it is not possible to engage in ‘performing’ or ‘creating’
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without its use, overt or otherwise, as part of the process of making choices. This 
strand might be in need of resituating but in a different way, perhaps, to that which 
she suggests. By contrast, Hanstein (writing about the USA context) suggests a 
postmodern paradigm for the dance curriculum characterised by openness and 
discovery, ‘content choices...guided by a desire to emphasise artistic processes rather 
than by product-mindedness’ (Hanstein 1990, p.57). It is important to investigate how 
far these might answer current needs.
McFee (1992; 1994; 2004) also outlines a rationale for the artistic distinctiveness of 
dance in education and contributes to the field of appreciation by suggesting a theory 
for understanding dance and tools to assist this based on a belief in the autonomy of 
the aesthetic. Of significance in the area of curriculum development in dance is 
Adshead (1981) and (1988). Her research, into the constitution of dance as a 
discipline and identification of analytical frameworks that took into account style- 
based issues, provided an initial underpinning for O Level and later for A Level 
dance. Writing as Adshead-Lansdale (1999), she also outlines an intertextual 
approach to analysis which expands her earlier theories. This provides a poststructural 
tool which might answer to current practice in different ways. In higher education 
attention has turned away from structuralist accounts, towards interdisciplinary, 
postcolonial and cultural studies as being important for understanding dance.*'* Hanna 
(1988), Morris (1996), Carter (1998; 2004), Doolittle and Flynn (2000) and Lepecki 
(2004) among others, provide collections of essays as examples of how these theories 
might be applied. A new model for dance in education might operate in these 
theoretical practices which could be considered for its suitability for school level 
education in dance.
As a consequence, perhaps, of necessary concerns to defend the position of dance in 
respect of the National Curriculum, limited research exists in the area of 
conceptualisation for dance in education as it operates in the UK. It seems that a 
usefiil reconsideration of the art of dance model can now be undertaken and that a 
theoretical reconceptualisation of the subject might emerge from this on which dance 
educators might draw in the future to construct more detailed curricular practice. It is 
pertinent to the moment since dance remains uncomfortably situated within PE
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frameworks; the public examinations which assess understanding were developed 
some time ago; and postmodernism in the arts moves on apace.
It is not possible to treat the subject of dance in education as a whole; differences in 
the way that it operates between key stages 1-3 and the public examinations system 
means that a choice of focus must be made. It has already been indicated that the 
government response to the Select Committee review makes it unprofitable to 
consider the former. The approach taken, therefore, is to examine the model as it is 
constructed within the GCSE and A Level specifications.*^ These form the summative 
assessments in dance for young people in England and Wales and hence, in one sense, 
they supersede earlier levels of the National Curriculum. They also reflect the art- 
based approach favoured by the NDTA and dance teachers in general. Additionally, 
they are my particular area of expertise and I can draw on this experience to assist in 
exploring the manner in which they operate in practice. This should not be assumed to 
be simply synonymous with the intentions as stated in the specifications since,
the meanings of policy texts... do not reside unproblematically in the text itself 
as something to be ‘discovered’ or rendered ‘visible’, but in the relationship 
between the text and the social structure.
(Olssen, Codd et al. 2004, p.3)
The source base will necessarily draw upon a wide range of written material. 
Syllabuses/specifications are important, but related documentation such as mark 
schemes, examination papers, subject reports, standardising material, examination 
board documentation and published guidance for teachers, in addition to videos of set 
studies, help to contextualise and expand the area. The wider background to the art of 
dance model is drawn from NDTA documents, publications, magazines and 
conference reports; HMI reports and surveys, plus those undertaken by other 
organisations of national significance such as the Gulbenkian Foundation; and 
governmental documentation in respect of the National Curriculum. Reviews in 
newspapers, magazines, journals, web-based resources, live performances and videos 
of dances are also drawn on to explore how current practice is received and 
constructed. The aim is to focus on how the subject of dance as it is taught in 
secondary education is conceptualised through the discourse that constructs it, so 
hopefully the reason for this ‘fetishism of the documents’ is understood (Jenkins
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1991, p.2).*  ^This type of data indicates the necessity of taking into account issues of 
change over time. The implications of using different types of text to excavate the 
character and operation of the conceptualisation further indicate that deconstruction, 
discourse and formal analysis are significant.
These areas, history, textual/intertextual/formalist analysis and deconstruction are 
important to the methodology and provide an interdisciplinary fi-amework. The focus 
now turns to consideration of the implications of this. Recent developments in 
historiography have challenged conventional epistemological and scientific models of 
history (truth-reality, cause-effect correspondences validated by recourse to facts) 
since it is ‘not reality that is represented.. .it is rather our relation to it.. .[and] ideology 
constructs the field and structures our experiences’ (Grossberg in Morley and Chen 
1996, p. 159). This reveals that, although ‘people in the past did not actually live 
stories’ (Jenkins 1995, p.20), the danger inherent in exploring a historical period that 
one has lived through is of taking an inadvertently positivist perspective which uses 
personal experience as validation of the suppositions made; however,
history is not simply an observational and reconstructive activity, the function 
of which is to locate empirical... and/or analytical truth. History is a mind-and 
discourse-dependent performative literary act.
(Munslow 2003, pp. 1-2)
There is thus a need to situate my experience in its narrative/linguistic function as 
either part of the constructed story or as the perspective firom which interpretation is 
made, rather than as that out of which history is validated as true. Two processes are 
undertaken in order to avoid this. It is the intention to pursue a chronological approach 
in order to provide some basic facts, such as when syllabuses began or were 
overtaken, in order to provide a framework of events that will contextualise the story 
in its movement through time. This type of historical process
does at least take as its essential theme the phenomena of temporal succession 
and sequence, analyses them in accordance with schemata of evolution, and 
thus describes the historical deployment of discourses.
(Foucault 2002, p. 183)
Secondly a genealogical account, as recommended by Foucault (2002) and further 
considered in Chapter 2, resists notions of logical development or natural outcomes of
10
Chapter 1. Imperatives for re-conceptualising dance in education
inevitable processes but rather seeks to ‘explain the existence and transformation of 
elements of theoretical knowledge...by situating them within power structures’ 
(Olssen 1999, p. 12). This aspect is particularly useful since the specifications act as 
instruments of power.
The focus is on the discursive area and in this case the questions to be asked are in 
what manner the specifications, which are not neutral descriptions of subject content, 
might be seen to constitute, constrain and characterise the organising principles for 
dance in education. Textual analysis provides evidence of aims, intentions, subject 
content and methods of assessment, for example, from which the organising principles 
may be inferred, but used alone may encourage assumptions that knowledge is 
emergent simply as a surface projection of the words alone. It is essential not to take a 
text for granted in this way. Derrida’s theories point to the notion that,
texts cannot be self-contained with regard to their meanings...nor self- 
coherent but bear the trace of various readings -  prior readings and possible 
readings -  and other texts which might influence their interpretation. A text 
is...always already a palimpsest of multi-layered writings and interpretations.
(Parker 1997, p. 80)
A text does not act as a closed hermeneutic system in which the transmission of 
knowledge is guaranteed when clarity of language appears to correspond with an 
objectified reality being conveyed. Instead a Derridean account, as usefully 
summarised, points to the fact that ‘any signifying element...is always already 
inhabited by and referring to another set of references’ (Lepecki 2004, p. 134). 
Language is an open system in which meaning is fluid, created through ‘the 
systematic play of differences’ (Derrida in Kamuf 1991, p.63) within/between 
concepts and is deferred across a series of interconnections. These also ‘bear along 
with them a whole network of articulated themes and assumptions whose meaning 
everywhere links up with other texts’ (Norris 1987, p.25). In other words, discourses 
are not discreet but interpenetrate in complex and often unacknowledged ways. This 
web-like logic of representation, expressed in what is assumed to be incontrovertible, 
irreducible contrasts, for example male/female, can be deconstructed in order to 
demonstrate how the meaning of the concepts has been temporarily achieved and is 
thus historically, culturally and socially located, ‘not in order to see opposition erase
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itself but to see what indicates that each of the terms must appear as the différance of 
the other’ (Derrida in Kamuf 1991, p.70. Emphasis added).
Foucault, speaking of painting, but the quotation works equally well if dance is 
interpolated as the term of reference, shows how meaning-making is both dispersed 
through text, and through the text: dance is a,
discursive practice that is embodied in techniques and effects. In this sense, 
the [dance]...is not a pure vision that must then be transcribed into the 
materiality of space; nor is it a naked gesture whose silent and eternally empty 
meanings must be freed from subsequent interpretations. It is shot 
through.. .with the positivity of a knowledge.
(Foucault 2002, p.214)
As a result, attention is focussed on the need to trace the ramifications across a range 
of texts, essential since the AQA examination board attempts to clarify the 
specifications through many different types of document. The process of 
deconstruction is also an intertextual one and calls into question the situation of the 
reader. If texts do not exist as self-sufficient wholes then ‘meaning and significance 
are to be constructed rather than extracted. ..[and] hermeneutic activity must give way 
to semiotic, intertextual analysis’ (Worton and Still 1990, p. 12).
Norris refers to the process as one of seeking out the ‘blind spots’ (1987, p. 19) and 
Worton and Still, as one of ‘cross-fertilisation’ (1990, p.l), both of which are 
dependent on what the reader brings to the material.*  ^ They point to the fact that texts 
also carry specific in-house meanings, hence my personal history and experience of 
the specifications are useful. Any tendency to read in, which might once have been 
thought a danger to historical objectivity, can now be seen as potentially beneficial. A 
laissez faire perspective is not suggested. Further consideration of this point is made 
in Chapter 6, but suffice it here to state that readings are constrained by the fact that 
‘the process of intertextual reference is governed by the rules of the discursive 
formation within which it occurs’ (Frow in Worton and Still 1990, p.46). In the case 
under discussion, the GCSE and GCE A Level specifications operate strategically in 
ways that aim to close down interpretation and to standardise what teachers do by 
treating dance in education as a predetermined concept which is merely being 
reflected within the discourse.
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A Derridean perspective is also useful to unpack this constructed character of the 
specifications. If texts provide deferred meaning through their deployment of binary 
opposition, this enables
distinctions to be drawn between those cases to which it applies and those 
which it does not... its meaningfulness presupposes that it is capable of being 
negated. This ‘undesired’ necessity provides an opening in the text upon 
which deconstructive manoeuvres can operate.
(Parker 1997, p.79. Emphasis added.)
This is particularly pertinent given the fact that the specifications are anonymous and 
produced by examination boards as statements of intent which have real effects 
within education; a ‘gap between authorial intention and textual meaning is a key 
focus of deconstruction’ (Howells 1999, p.3). This is important since a 
reconceptualisation of dance in education is the intended final outcome and it needs to 
be recognised that although discourse constructs power, it also ‘undermines and 
exposes it, renders it fragile and makes it possible to thwart it’ (Foucault 2002, p. 101). 
Further consideration is given to the respective approaches of Derrida and Foucault, in 
Chapters 3 and 5.
The rethinking of discursive structures in the 20**^ century and consequent resituating 
of the reader as an active part of the process highlights a further issue. Since 
writing/reading draws upon a field of already deferred and multi-layered references, 
the author’s voice can also be seen to be dispersed and multiple, polyphonic rather 
than singular. The notion of a unitary, holistic subjective dimension has also been 
dismantled. This has
enabled cultural theorists to realise that what we call ‘the self is constituted 
out of and by difference, and remains contradictory, and that cultural forms 
are, similarly.. .never whole, never fully closed.
(Morley and Chen 1996, p. 145)
This shattering of notions of essentialised identity emphasises that the candidate 
referred to, as the subject who develops understanding and demonstrates the skills 
required by the specifications, is not a homogenous or unitary category. Foucault 
illustrates, for example, how social disciplines create four types of characteristics on 
which power over this divided self can be applied.
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it is cellular (by way of spatial distribution), it is organic (by the coding of 
activities), it is genetic (by the accumulation of time), it is combinatory (by the 
composition of forces)... [and thus there are four techniques of power] it draws 
up tables, it prescribes movements, it imposes exercises.. .it arranges tactics.
(Foucault 1991, p. 167)
This will be seen later, in Chapters 3 and 4, to be pertinent to the manner in which the 
specifications appear to operate, for example, activities are required (not suggested), 
aptitudes are trained and measured over time in order to differentiate between 
candidates, and educational stages and knowledge are broken down into sequential 
hierarchies. Foucault locates this as a military model of efficiency, dating fi’om the 
18* century but suited to the forms of capitalism which have since developed. He thus 
produces a ‘a social constructionist account of the self (Olssen 1999, p.31). Hence 
postcolonial and cultural studies are significant because they question how subject 
positions are constructed within different perspectives such as ‘race, gender, 
generation, institutional location, geopolitical locale and sexual orientation’ (Bhabha 
1994, p.l). Additionally, because the focus of the specifications presupposes a 
dancing body, how physicality signifies within a culture or dance style is important 
since ‘neither is somatic identity any more real or essential than a social one simply 
because it is anchored in the body’ (Cooper Albright 1997, p. 12). How the subject of 
dance in education answers to these new theoretical issues is another reason for 
examining its relationship to current practice.
Several writers are identified as useful in respect of these issues. Bhabha theorises 
subjectivity, race and cultural relationships from a migrant perspective. He locates 
postcolonial identity as operating in what he calls a third space, ‘between the I and the 
you...[which] requires that these two places be mobilised...introducing ambivalence 
in the act of interpretation’ (Bhabha 1994, p. 3 6). This also characterises a fluid self, 
unfixed rather than unitary and essentialised. This has a political dimension that points 
away fi*om the study of dance as being able to reveal ‘an integrated, open expanding 
code...even before we resort to empirical instances that demonstrate...hybridity 
(Bhabha 1994, p.36). It is important to question how far the specifications answer to 
cultural diversity in current practice and to consider what type of subjectivity they 
produce.
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Desmond and Cooper Albright, among others, theorise issues of embodiment from a 
feminist perspective, arguing that the dancing body is not a neutral vehicle which 
should be ‘analysed for its essential kinaesthetic...properties’ alone (Cooper Albright 
1997, p.xv). She further states that there is a ‘dialectical relationship between cultures 
and.. .bodies’ (p.3). Social practice is again highlighted as significant and illustrates 
how ‘the parameters of...movement are highly controlled, produced in a Foucauldian 
sense by specific discursive practices’ (Desmond 1997, p.32). This leads back to the 
methodological issues outlined above and reasserts their significance for the task of 
deconstructing the specifications but, as with Bhabha, they usefully expand the terms 
of reference. Desmond poses a range of questions that might be borne in mind during 
the process of deconstruction;
what movements are considered “appropriate” or even “necessary”...by whom 
and for whom [do] such necessities obtain. We can ask who dances, when and 
where, in what ways, with whom, and to what end?
(Desmond 1997, p.32)
Questions such as these might also reveal what exclusions are in operation since 
‘there is not one but many silences, and they are an integral part of the strategies that 
underlie... discourses’ (Foucault 1998, p.27). It is useful to restate the significance of a 
Foucauldian perspective running through the chosen methodology, because in order to 
reconceptualise the subject of dance in education it is first necessary to,
locate the forms of power, the channels it takes, and the discourses it 
permeates in order to reach the most tenuous and individual modes of 
behaviour.. .the polymorphous techniques of power.
(Foucault 1998, p.l 1)
A methodology for consideration of the dance specifications needs to take into 
account both their operation as techniques o f power but also their situation within the 
bigger picture of the purposes of education. All our Futures (NACCCE 1999) 
identifies several challenges for education in the 21®* century: economic, to 
‘develop...the skills, knowledge and personal qualities...need[ed] for a world where 
work is undergoing rapid and long-term change’ (p. 18); technological, since the 
‘world...is being shaped by technologies which are evolving more quickly than at any 
time in history’ (p.21); social, to ‘enable young people to engage positively and 
confidently with far reaching processes of social and cultural change’ (p.23); and
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personal, ‘to develop [their] unique capacities...and to provide a basis on which they 
can build lives that are purposeful and fulfilling’ (p.24). These impinge on the major 
areas outlined already: identity; culture; and power relations. Understanding how the 
specifications may or may not answer to these issues might provide dance teachers 
with the grounds from which to defend the subject.
A Foucauldian perspective again seems useful because it enables ‘a radically different 
understanding of the process of education from the dominant technicist and 
individualist conceptions which prevail’ (Olssen 1999, p.xi). This opens up the 
question of how far the latter issues might be problematic in the current specifications. 
In order to address these challenges, education and social theorists such as (Kelly 
1999; Olssen 1999; Usher and Edwards 1994), writing on the impact of 
postmodernism and using a Foucauldian analysis, are useful in order to situate any 
possible reconceptualisation within the wider problems facing education.
Before outlining the structure of the thesis, the issues thus far raised must be placed 
within the broader theoretical contexts of modernism, postmodernism and 
poststructuralism; lower case is used in order to avoid ‘the flawed finality indicated 
by...capital letters and [to acknowledge] the fact that these packages are tied by 
historians’ (Carter 2004, p. 12) and do not necessarily refer to discrete phenomena. 
These three complex areas are important because it is necessary to analyse the 
specifications in respect of what particular notion of art underpins them if it is to be 
questioned how far they might better answer to current practice. This is a huge area 
dealing with overarching artistic, philosophical, political, cultural and social issues. It 
is not possible, therefore, to provide in-depth examination, the intention is to 
summarise in order to sketch working descriptions and, in particular, to highlight 
those aspects that pertain to concepts and terminology within the specifications.
As the importance of a Foucault, a Jacques Derrida or a Roland Barthes 
attests, postmodernism is hard to conceive without continental theory, 
structuralism and poststructuralism in particular.
(Foster, H., 1983, p.x)
This quotation, which illustrates the interrelated quality of the issues, is from a book 
whose title. The Anti-Aesthetic, provides an apt place to start. The modem episteme,
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which sees the individual as the touchstone of knowledge and signification, is exposed 
as problematic by writers such as Foucault and Derrida. Yet its conception of a 
unified and unifying self is the basis on which the aesthetic theories underpinning 
modernism are founded. The Enlightenment of the 17* and 18* centuries, ‘usually 
regarded as the origin of the Modem Era’ (Munslow 2000, p. 84), has bequeathed a 
legacy of ideas of rationality, positivism, humanism and autonomy.
Kant (1724-1804), in particular, moved notions of the individual out of the realms of 
the metaphysical by arguing a biological, innate basis. He posited that the human 
mind has a priori categories for cognition, like space and time, which allow the 
formation of representations of reality as it appears through the senses. This facility 
allows the tmthfiilness of the world to be apprehended because it is universally shared 
by transcendental subjects who objectify and synthesise the sense data they receive 
(Kant 1963 [1790]). He describes aesthetic judgments as distinct because, in being 
subjective feelings of ‘pure disinterested pleasure’ (p.6), they have no function in the 
cognition of objects and are of a different order of experience. He further elaborates;
the green colour of the meadows belongs to the objective sensation, that is, to 
the perception of an object of sense; its pleasurableness, on the other hand, 
belongs to subjective sensation through which nothing is represented; that is to 
say, pleasurableness belongs to feeling whereby a thing is taken as an object of 
pleasure (which is no cognition of it)...flowers...serve no end, depend on no 
determinate concept, and yet please.
(Original emphasis, pp.7-8)
Aesthetic contemplation of the beautiful is valued in his account. It is considered pure 
or untrammelled because as ‘a pleasure in (or caused by), the harmony of imagination 
and reason’ (Cerf, W. Translator's Introduction, in Kant 1963 [1790], p.xx) it is 
unrelated to empirical sensation and is thus unpolluted by the world or by worldly 
experience such as culture or politics. Connecting the perceptual features of the object 
to the feeling of harmony is the notion that ‘beauty is the form of purposiveness in an 
object so far as this form is perceived in it without a concept of purpose’ (Kant 1963 
[1790], p.45).** Disinterestedness thus necessitates the separation of the individual 
from the object and hence a sense of autonomy pertains. Kant’s theories were 
eventually developed into a notion of the ideal where ‘each work of art.. .when it
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achieves beauty, involves a reconciliation of matter and content, of sensuous show 
and the embodied Idea’ (Beardsley 1966, p.237).*^
A form of modernist closure and essentialism was produced whereby ‘meaning [is] 
wholly embodied in the aesthetic object and in this way [is] different from all other 
knowledge’ (Louis Amaud Reid in Smith 1971, p. 163).
The dominant tendency in essentialist aesthetics is that of formalism...whaX 
defines art is its embodiment of balanced and subtly harmonious formal 
qualities; what defines aesthetic experience is an elusive disinterested attitude 
which must be taken up to appreciate these qualities.
(Crowther 1993, p.x. Emphasis added.)
Crowther usefully summarises how a closed and teleological process has been 
constructed.^ ** Formalism consequently furthered the notion of works of art as 
existing in their own right: Beardsley’s intentional fallacy for example, can be seen as 
another method for keeping the object entirely self-sufficient.^* Abstraction became 
increasingly important, as modem art in its various guises (Surrealism, Fauvism, 
Futurism, Expressionism, Constructivism for example), building on the cubist 
approaches of Picasso and Braque, eschewed naturalism in pursuit of what was seen 
as the search for pure universal truths whose uncovering, it was felt, would be 
emancipatory. The notion of art for arts sake, which developed in the 20* century, by 
rejecting overt external reference is linked to Kant’s autonomy of the aesthetic and 
presupposes a separate realm of absolute qualities.^^ Greenberg, a significant art critic 
in the USA, popularised abstract expressionism as a term for the type of non 
figurative painting which, by focussing attention on the medium in which the work 
was carried out, produces a further reduction to inviolate essences.
Abstract expressionist art is thus;
valid on its own terms, in the way that nature itself is valid...given, increate, 
independent of meanings... content is to be dissolved so completely into form 
that the work.. .cannot be reduced in whole, or in part, to anything not itself.
(Greenberg 1965, p.6)
Aesthetic theories of modernism of this kind underpin the interpretation of formalist 
dance, as further considered in Chapter 5. Bauman points out that modernity (as a
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condition of life) should be characterised instead from the perspective of 
postmodemity since one should avoid ‘an articulation of the logic of historical 
process... [and make a] re-evaluation of the past’ (Bauman 1994, p. 195). Modernism 
is now seen in a variety of ways, as invested in the socio-political areas of capitalism, 
industrialisation, urbanisation, nation states and secularisation for example (Usher and 
Edwards 1994); or as a continuation of the grand narratives of the Enlightenment 
where ‘ideals of critical reason, individual freedom, progress and benevolent change 
are...realised...founded on modernity’s self-motivated, self-directing, rational 
subject’ (Usher and Edwards 1994, p.2).
These quotations also reveal the impact of science, which has been valued as the 
dominant discourse because of its construction as being situated ‘firmly outside of any 
context of social locatedness’ (Usher and Edwards 1994, p.33). Scientifism, an 
elevation of scientific methods into a paradigm against which all factual claims are to 
be validated, is ‘a modernist adaptation of Isaac Newton’s empiricism and René 
Descartes’ rationalism’ (Doll 1993, p.l).^^
Constructed as universal and as founded in absolute ftuth/reality, science was thus 
placed at the top of a hierarchy of knowledge and has become the benchmark of 
neutrality and objectivity to which other forms have had to aspire, resulting in the 
longstanding debate within the arts in respect of subjectivity and value.^  ^Habermas 
outlines three modes of inquiry, no less than two of which are scientific. As 
summarised;
the natural sciences, yield instrumental “means-ends” knowledge...based on an 
interest in explaining...[and] the human sciences, yield interpretive 
knowledge.. .based on an interest in understanding.
(01ssenl999,p.l22)^’
Subjectivity was thus deemed untrustworthy and all subjects had to answer to science 
in order to achieve credibility and status, for example, H’Doubler described her aim as 
‘a discussion of the...enduring qualities of dance...its main purpose it to set forth a 
theory...that will help us to see dance scientifically as well as artistically’ (1957, 
p.ix). Foucault of course rejects scientific notions of a disinterested sphere of activity 
dealing in absolute truth, stating instead that it is constructed as such, through
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‘mechanisms of prohibition brought to bear by the economic or ideological 
requirements of power’ (1998, p.98). Foucault’s critique demonstrates how notions of 
objectivity, rationality and universality are conceptualised within modernism and 
interconnect to sustain a ‘hegemonic domination that is Western and male orientated’ 
(Olssen 1999, p.34. Emphasis added). It is important to raise questions in respect of 
how the dance specifications might answer to these issues.
The modernist paradigm which seems to be encouraged in education is usefully 
summarised by Peters, who identifies three attributes that he considers necessary for a 
person to count as educated;
[firstly] what it may lead to...[secondly] to do with knowledge and 
understanding; for being educated demands more than being highly 
skilled...[and thirdly, it] implies that a man’s outlook is transformed by what 
he knows.
(Peters 1973, pp. 18-19)
He further stated, highlighting unacknowledged notions of Kantian idealism, that the 
educated person would also be rational, have and command a body of knowledge, 
hold to ideals of progress and engage in activities for their intrinsic worth as well as 
for their instrumental purposes.^^ It is illustrated in Chapters 3 and 4 how these 
features continue to underpin the aims and objectives of the GCSE and A Level 
specifications.
Having outlined some of the characteristic concepts of modernism attention is now 
turned to modem dance, since this forms the context within which the specifications 
have developed. Modem dance in the US, the point of interest for British styles in the 
1960s, began around the tum of the 19* and 20* centuries ‘at a time when rapid 
technological advances were taking place’ (Thomas 1995, p.24).^  ^As with the other 
arts, it was bound up with notions of addressing the current circumstances. Martha 
Graham’s ‘percussive, angular, and often distorted movements...expressed the 
tensions of contemporary life’ (Morrison Brown 1980, p.44) for example and were 
also likened to Cubist distortions (Cohen 1974). Thomas wams that the term ‘modem 
dance is rather misleading because it implies a uniform system, whereas one of the 
most striking features...was that of a diversity of forms’ (Thomas 1995, p.24). 
Although a neatly chronological and evolving continuity is not being suggested here.
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traditional historical accounts locate the forerunners, among whom was Ruth St 
Denis, as providing the impetus but identify the second generation as significant for 
the expressionistic styles that came to be identified with modem dance per se. This 
has latterly been referred to as heroic (Reynolds 2003) or historic modem dance 
(McDonagh 1990) as necessary reappraisals draw distinctions between phases.
Characteristic of these dance styles, as with the other arts, was their oppositional 
quality in respect to conventions. The early pioneers rejection of restricting corsets, 
traditional theatrical costume and technique, allowed ‘a relationship to gravity that 
was in direct contrast to the danse verticale...ihe torso became fully active...and the 
dancers angled their limbs, in contrast to the extended line of ballet (Morrison Brown 
1980, p.44).^  ^ Shawn, vmting in 1940, indicates the valuing of stmcture and dance- 
music relationships as important. In particular he notes unity, sequence, development 
and climax as significant, and states that the dance ‘must have in it all the qualities 
that the music has’ (Shawn 1980, p.30). These terms are still evident in the subject 
content and assessment criteria of the GCSE and A Level specifications, as is seen in 
Chapters 3 and 4.
St. Denis writing in 1924-25 indicates the subjectivist and organicist position taken:
let us...regard the dance ftindamentally as a Life Experience, as the primitive 
and ultimate means of expression and communication. Let us see in the free, 
spontaneous dance of every child the beginning of the universal language... 
telling of illusive and exquisite moments of the hidden self.
(St. Denis 1980, p.23)^‘
The GCSE and A Level specifications continue to construct notions of universality in 
their titles, for example, GCSE Performing Arts: Dance. In 1915 St. Denis and her 
partner Ted Shawn opened the school from which Martha Graham, Doris Humphrey, 
Louis Horst and Charles Weidman emerged to produce the historic phase of modem 
dance. They took their own oppositional stance;
the modem dancers rejected the formalism of ballet and the exoticism of 
Denishawn...instead they sought to retum to basics, to their own bodies, to 
experiment with movement, and to analyse cause and effect.
(Thomas 1995, p.88)
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The notion of ‘cause and effect’ contains echoes of scientific attitudes but the 
reductive retum to the basics, as with the other modem arts, connects with an 
increasing abstraction which aimed at the discovery of pure forms within the medium 
and is an aspect the dancers of this historic phase held in common. They did not begin 
with preformed techniques, although each eventually created one from their individual 
choreographic needs; notions of Kantian aesthetic authenticity and essentialised 
identity are in evidence. They tumed instead to ordinary movement but transformed 
this into symbolic form. Graham, for example, based her actions on the principles of 
contraction and release in the torso and focussed on the use of breath to express inner 
states/emotions. Humphrey’s style was founded on ‘fall and recovery...that is, the 
giving in to and rebound from gravity’ (Humphrey 1959, p. 106) which is felt during 
the simple act of walking. A range of different styles were created and McDonagh 
(1990) indicates that successive rebellions against the forms of their predecessors 
increased these. Originality and individualism were tenets of modernism so this is 
unsurprising. These too have Kantian antecedents;
the genius has a talent for producing that for which no rule can be given: 
originality is his essential property; he does not imitate though he may be 
inspired by examples.
(Kant in Beardsley 1966, p.222)
Horst, a dominant force in dance although a musician, in his teaching of composition 
encouraged certain structuring methods, ‘movement should always be transformed 
through stylisation or symbolisation...founded on the rules of form’ (Thomas 1995, 
p. 132).^  ^ Music is paramount again. Through his position as Graham’s music advisor 
and in his writings, for example (Horst 1961; 1968), he was able to disseminate his 
principles widely. He ‘was committed to the idea that a dance developed in much the 
same way that a traditional musical composition developed...through theme and 
variations’ (McDonagh 1990, p.37 ). There is a change in attitude now from earlier 
styles since musical choices ‘should grow out of the movement form and not 
dominate it’ (Thomas 1995, p. 129). A notion of autonomy is evolving within dance.
Dancers of the historic generation claimed more overt forms of expressionism as their 
main focus and Graham declared that ‘an impassioned dynamic technique’ was 
needed (in Morrison Brown 1980, p.51). It should not be overlooked, however, that
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pure abstraction was still an early interest. Humphrey’s Passacaglia in C Minor 
(1938), a music visualisation of Bach’s score, was one such example but this was 
‘criticised in strong terms as being formalist and without social content’ (Thomas 
1995, p. 19), making it clear that extrinsic or narrative reference was preferred at that 
time.^ "^  In summary historical modem dance was seen, typically, as producing,
advocacy for something outside of the self. It courted causes and found 
abstracted personal movement...it sought thematic material in universal 
mythology or in the energetic stmggle of the civil arena. The individual played 
out his role as a representative of a vast shadowy epic. His personal sexual 
concerns.. .became blended into the universal pageant of the Freudian 
conception of the unconscious, and his social concerns onto the structured 
sweep of mythic models.
(McDonagh 1990, p.22)
Although Graham and Humphrey both addressed social issues, they also believed 
‘that dance would suffer if the movement were subordinated to social or political 
dogma; it would lose its...independence as an art form’ (Thomas 1995, p. 108). 
Notions of Kantian autonomy again seem valued. Merce Cunningham answered to 
this differently, severing the connection between music and dance, eschewing 
extrinsic content and rejecting organic unity
Cage had written the pieces Music for Piano, the sequence of sounds for 
which had been found by noting the imperfections in pieces of paper, and 
applying chance procedures to this. 1 decided to do the same thing to ascertain 
the space points for a dance called Suite for Five in Space and Time 
(1956)...this was one of the first dances where meter was completely 
abandoned, and we, the dancers, had to rely on our own dance timing.
(Cunningham in Kostelanetz 1992, p. 142)
Objectivity and autonomy is clearly valued by Cunningham, who also connects 
himself to notions of essentialised, pure abstraction; ‘it seems enough that dancing is a 
spiritual exercise in physical form, and that what is seen, is what it is’ (Cunningham in 
Kostelanetz 1992, p.39).^^
In addition to disrupting typical structuring methods, Cunningham also rejected 
spatial hierarchy, mixed literal gestures with technical vocabulary and allowed dance 
an independent identity alongside the other elements. In historic modem dance, 
content typically shaped form, but here physicality came first and form was arrived at 
by chance-based operations. Cunningham’s focus on the medium of movement places
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his work more in alignment with the Greenbergian, reductive art for arts sake 
perspective. In summary;
the usual handholds of story, character development, and musical cues were 
absent from Cunningham’s work...[he] addressed himself to the existential 
problems of the individual. It was a radical shift...the substitution of 
individual states of awareness for an external, “objective” logic...activity 
became concentrated on its own presence and not on any allegorical meaning.
(McDonagh 1990, p.33).
Rather than empathise with symbolic emotion spectators had to learn instead to read 
this type of work, Susan Leigh Foster says, T remember being completely baffled the 
first time 1 saw the Merce Cunningham Dance Company’ (1986, p.xiii).^  ^
Interestingly Cunningham’s supporters still made recourse to notions of reality, as did 
Graham’s previously, and thus ‘it was logical to point out choreographically that 
linear stories were an exception to life as it is lived. Life is not completely harmonious 
in all its parts, purposely directed’ (McDonagh 1990, p.39).^*
Read (1964) outlines three key areas in modem art from which its various movements 
descended: Expressionism from Chagall and Van Gogh; Cubism from Picasso and 
Braque; and Symbolism from Gaugin. Cohen describes two major strands in dance 
modernism that seem related to these tendencies: a inclination for abstraction, 
focussing on the essentials of the medium itself; and that which was associated with 
what he saw as primitivist notions where synthesis and unity established a ‘fusion of 
image and reality’ (Copeland and Cohen 1983, p.l61). The modem dance forms that 
materialised in Britain after 1966, the date of the first performance in this genre by the 
UK company then called Ballet Rambert (Rambert Dance Company since 1987), were 
initially typical of this latter type; ‘expressionistic... derived from the model of Martha 
Graham and subscribing to the notion of dance as an expression of emotional 
condition’ (Jordan 1992, p.l).
In Graham’s words; ‘art is the evocation of man’s inner nature...[it] springs from 
necessity...called...inspiration...to communicate experience’ (in Morrison Brown 
1980, p.50). Her use of subject matter, in ‘an almost Jungian sense as part of a 
universal mental deposit of mankind’ (McDonagh 1990, p. 14); her interest in 
conveying psychological realism; and the associated notions of truthfulness or
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authenticity, were valued when her technique was eventually introduced into 
Britain/^ The mainstream style of modem dance which developed in the UK is 
dependent on historic forms but a stronger lyricism was pursued as a result of Robert 
Cohan’s adapting of the Graham idiom when London Contemporary Dance Theatre 
(LCDT) was founded and the emergence of Graham-balletic fusions which focussed 
around Robert North (also at LCDT) and Christopher Bmce at Ballet Rambert.
Subsequently, increasing abstraction was introduced through the influence of 
Cunningham, for example in the choreography of Richard Alston and Siobhan Davies. 
These two choreographers are significant for mainstream practice in the 1980s and 
1990s because they worked with the two companies associated with this, LCDT and 
Ballet Rambert. They have been variously described however as belonging to the 
British New Dance movement, for example, in the experimental work with Strider, a 
group formed by Richard Alston in 1972 which was the first off-shoot of London 
Contemporary Dance School (LCDS), or as postmodem dance, for example, in their 
work with Rambert Dance Company at a time when Cunningham influenced styles 
seemed a rejection of Graham based modernism and thus so different in themes and 
approach that it seemed to warrant a different classification (Brinson 1990)."^ ® The 
British New Dance movement also had an impact via the work of Rosemary Butcher 
who, like Richard Alston and Siobhan Davies, also studied at the Cunningham studio, 
however her work has never been described as mainstream. Further consideration of 
postmodem dance in the UK is undertaken in Chapter 5.
It took some time for American-influenced modem dance to build an audience base 
during the 1960s and 1970s but Graham based styles eventually moved into the centre 
ground as experimental forms began to be produced at the fringes. Specifications are 
not likely to concem themselves with work which is un-proven, hence it is the 
mainstream forms of modem dance that might be significant to the discussion and 
which have therefore been the focus of the characterisation.
It is not possible to do justice to the complexity of practice in this brief account but a 
working characterisation for mainstream modem dance in Britain which developed 
during the 1980s (the period when the specifications were written) and which 
continued somewhat into the 1990s, might now be sketched thus: modem dance was a
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form of abstract expressionism involving formalist approaches infused with narrative 
allusions; evoking atmosphere; favouring integrated design elements and lyricism; 
using music as a structuring device, to enhance mood or logical sequencing; taking 
eclectic approaches to action content; having democratic attitudes to the treatment of 
the ensemble; and producing either a Cunningham-influenced torso which tilts, curves 
and twists or a balletic fluidity that responds to contraction and release, with an 
ongoing gravity driven emphasis in the flow of energy. This is almost a stereotype, 
and therefore it leaves out profitable connections between the mainstream and British 
New Dance for example, but it describes the generalised style that candidates at 
GCSE or A Level would recognise and repeat when answering questions about 
contemporary dance.
Seidman provides a usefiil summary of modernism that also throws light on its 
manifestation in modem dance,
at the heart of the modem west is the culture of the Enlightenment.
Assumptions regarding the unity of humanity, the individual as the creative
force of society and history, the superiority of the west, the idea of science as
Tmth, and the belief in social progress, have been ftmdamental.
(Seidman 1994, p.l)
The associated philosophical underpinning, which for convenience 1 will call 
traditional formalist aesthetics, although they descend from Kant, depends upon the 
work of a huge range of theorists and cannot be detailed. Expression theories are 
signflcant, however, to the type of modem dance summarised above and draw upon 
the Enlightenment in various ways. Kant, in summary, ‘offers...the central modernist 
intellectual expression, that there are given and natural conditions through which we 
experience reality (Munslow 2000, p. 145); tmth/objective reality is perceived through 
the senses via pre-given, innate mental categories and concepts. The modernist belief 
in progress stems from this view of rationality and the transcendental universalism 
which resulted. Hegel (1975 [1821]) adds the notion that pattems are discernible 
through the inevitable logic of the collective spirit of the age. He extended Kantian 
conceptualisation to claim that all things are ultimately knowable.
This idealism in respect of human agency and knowledge as tmth, allied with faith in 
rationality as bequeathed by the Enli^tenment, underpins much modernist
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philosophy. The expression theories of Collingwood (1938), for example, offer 
intentionalism and empathy as a way of understanding meaning; and Stolnitz (1970) 
outlines approaches to impressionistic and intrinsic criticism. The latter he traces to 
the influence of Matthew Arnold and characterises it as the exclusion of all 
information extrinsic to the work, the focus here is solely on formal aspects such as 
the medium itself and hence a focus on the unique qualities of each dance: this links 
particularly to Greenbergian abstract expressionistic approaches. These latter highly 
reductive approaches to formalist analysis are not taken strictly in the specifications 
but they help to support the focus on perceptual features which the subject content 
outlines, as is seen in Chapters 3 and 4. Martin is also significant as the first champion 
of modem dance in the press in the USA. He draws attention to dance/music 
relationships and the expression of experience, through what he sees as the 
spontaneous translation of feeling into movement which communicates through a 
form of metakinesis directly to the emotions of the spectator (Martin 1972). An 
untrammelled notion of transparent subjectivity is in evidence in his views.
These notions are further developed by the influential philosophical theories of 
Langer who throws light onto the expressionistic, yet abstract, character of the historic 
phase of modem dance. She suggests that meaning is conveyed by gestures that are 
‘elaborated...into a system of assigned and combinable symbols, a genuine 
discursive language...in self-expressive...form’ (Langer in Copeland and Cohen 
1983, p.29). The virtual powers she describes carry inner experience to the outer 
world; an authentic, holistic subject is in evidence and authorial intention can be 
understood because dance is a universal symbolic language system. Its life enhancing 
quality means that art is not merely conveying meaning but is transformative and thus 
linked to the myth of progress. Goodman emphasises metaphorical exemplification 
instead and recommends that the spectator decodes the intrinsic, formal properties 
possessed by the art work through which ‘delicate discriminations and discerning 
subtle relationships’ can be appreciated (Goodman in Copeland and Cohen 1983, 
p.78). This connects with the art for arts sake approach and highlights the value 
placed on autonomy and, consequentially, on uniqueness.
H’Doubler (1957) stresses organic unity and intentionalism and she lists a series of 
features such as balance, variety, climax, sequence, contrast and repetition as essential
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to harmony. These terms are seen to remain in use within the GCSE and A Level 
specifications because ‘nothing must be out of key...identical qualities and purpose 
should be embodied in the various elements’ (H'Doubler 1957, p. 142). A Kantian 
perspective and a strong emphasis on musical structures are again in evidence. 
Sparshott draws together many of the philosophical debates surrounding dance and 
also suggests a notion of self transformation, claiming that the dancer experiences 
‘entry into an alternative way of being’ (Sparshott 1995a, p.5); ontological 
individualism, abstraction and liberty are presented as characteristic of modernism.
Further issues are highlighted in the following discussion on postmodernism, since in 
one sense the latter has been described as a reaction against modernism. Lyotard 
outlines what he sees as the,
pointlessness of any périodisation of cultural history in terms of ‘pre-‘ and 
‘post’...for the single reason that it leaves unquestioned the position of the 
‘now’.. .postmodern is always implied in the modem because of the fact that 
modernity...is...ceaselessly pregnant with its postmodemity...[and] historical 
périodisation belongs to an obsession that is characteristic of modernity.
(Lyotard 2004, pp.24-25).
The relationship is thus contested but characterisations can still be drawn in spite of 
the ‘conceptual chaos’ (Levin 1990, p.209) surrounding the term postmodem. Over 
time it has also been referred to as post modem and post-modem, indicating that its 
positioning in respect of modernism has been much disputed, particular as the latter 
has been subject to reinterpretation."^  ^ The summary of attitudes that follows reveals 
the fluid nature of the concept, or indeed to immediately revoke even this term; ‘the 
post modem is seemingly not so much a concept as a problematic’ (Hutcheon 2002. 
Second Edition, p. 15). Indeed the question is asked;
postmodernism: does it exist at all and, if so, what does it mean? Is it a 
concept or a practice, a matter of local style or a whole new period or 
economic phase.
(Foster, H.,1983, p.ix).
These areas are indicative of the range of aspects to which the term has been applied 
and, to an extent, Foster’s questions remain unanswerable. Some theorists see it as ‘a 
method, a philosophy, an attitude...a subject, or even [only] some characteristic
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concerns’ (Trachtenberg 1985, p.3). It is variously described as ‘incredulity to 
metanarratives’ (Lyotard 1977, p.36); an ‘overall failure of that experiment...we can 
term “modernity”' (Jenkins 1997, p.3); or with reference to the global economy and 
technology,
we are functioning in a world fundamentally characterised by objects in 
motion. These...include ideas and ideologies, people and goods, images and 
messages, technologies and techniques. This is world of flows.
(Appadurai 2001, p.5).
Appadurai also points to ‘cultural forms in today’s world as fundamentally fractual, 
that is, as possessing no Euclidean boundaries...or regularities’ (Appadurai 1996, 
p.46). This indicates the breaking down of traditional genres with their elite and 
popular distinctions through postmodern challenges and the impossibility of 
establishing anything other than temporary rule-based criteria. Hutcheon illustrates 
how the modem and postmodem are implicated in each other, thus producing wilful 
contradictions in the latter;
we hear of discontinuity, dismption.. .decentring, indeterminacy and 
antitotalisation. What all these words literally do...by their disavowing 
prefixes.. .is incorporate that which they aim to contest.
(Hutcheon 2000, p.3)
Postmodernism is located as a force in social change, cultural diversity, post industrial 
economy, globalisation, mass consumption, choice or human rights (Usher and 
Edwards 1994); or more pessimistically as a ‘feeling of anxiety, out-of-placeness, 
loss of direction’ (Bauman 1994, p. 195). No unified description can possibly 
encompass a condition of existence such as described above, hence its use as ‘a loose 
umbrella term’ often operates (Usher and Edwards 1994, p.7). For the purpose of this 
thesis postmodernism is taken as an aesthetic phenomenon, itself already 
contradictory since in dance, as is further elaborated below, this is seen to incorporate 
practices which might be seen as anti-modem and high modem; and postmodemity is 
taken as the condition of life as manifested in a postindustrial, postcolonial society 
such as exists in the UK. Again this, too, is complex since the new ‘economic 
order...is swept and shaken by it own internal contradictions and by extemal 
resistance’ (Jameson in Foster, H., 1983, p.l 13). These aspects, postmodernism and
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postmodemity, characterised for temporary convenience here, have interrelations that 
are, in any event, perhaps not separable because;
the term... ‘postmodem’ blurs the distinctions between the two, and much of 
the work in the last decade has consciously decided to allow (or produce) that 
blurring.
(Hutcheon 2002, p. 167)
Hutcheon draws attention to a further distinction that must be drawn since ‘the 
deconstmcting impulse of.. .poststmcturalist theory is difficult to separate from the 
‘de-doxifying’ impulse of [some] postmodem art and culture’ (2002, p.4). A 
simplistic view might assume that stmcturalism underpins modemism and 
poststmcturalism supports postmodemism but this cannot be maintained. The latter 
two share in common notions in respect of unacknowledged politics and ideologies 
but it is not clear, at this point in time, whether this aspect alone constitutes a 
necessary condition for their linkage, hence the relationship of poststmcturalist theory 
to artistic practice is not clear. This is particularly so since there is a great variety of 
opinion about what characterises postmodem dance.
A working characterisation is therefore that poststmcturalism is distinguished from 
postmodemism because it, ‘represents a movement beyond the stmcturalism of those 
like Saussure’ (Olssen, Codd et al. 2004, p.34).'^  ^ Stmcturalism for example is 
associated with the search for,
a system of universal rules or laws or elementary structures that underpinned 
history, and explained its surface appearances... [but] the post­
stmcturalist... assumes that the regularities identified are not the same in all 
historical periods and in all cultures, but rather are specific to particular times 
and places.
(Olssen, Codd et al. 2004, p.49. Original emphasis.)
Attention can now be tumed to what might be called the problem of postmodem 
dance, alluded to above. As with modem dance, the USA experience is significant. 
Most writers accept Yvonne Rainer as the first self-confessed postmodem dancer 
although there is some disagreement about when to begin to apply the term. Foster S. 
L., (1986) for example, dates it from the work of the Grand Union in 1970, which she 
characterises as postmodem although she does not use the term; Banes (1987) gives it 
an earlier beginning at the Judson Church performances in 1962; while Manning
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(1988) places it later, suggesting that postmodern and postmodemism are contested 
terms that may actually refer to quite different styles of dance.
Banes (1987) provides the first detailed account that characterises post-modem work 
(as she refers to it) in its early phases. She identifies three chronological phases, 
breakaway, analytical and metaphorical. The first two are anti-primitivist (hence they 
reject the principles of historic modem dance) and self-reflexive in intent, focussing 
on ‘dance’s essential qualities...the separation of formal elements, the abstraction of 
forms, and the elimination of extemal references’ (Banes 1987, p.xv) and thus they 
strip away all elements of spectacle to highlight process over product, form over 
content. Here a connection to Greenbergian theories is discernible. Banes states, 
however, that breakaway and analytical styles are distinguishable from those working 
in a modemist vein (such as Cunningham) for whom these descriptions might also 
seem pertinent. Others, such as Manning, contest this classification, pointing to a 
greater degree in their use of pedestrian vocabulary, altemative performance spaces, 
non dancers and non-virtuosic performance qualities (although some of these 
descriptions might still seem apt for Cunningham, who is difficult to situate at the 
point in time that these writers were making their considerations).
The 1980s, according to Banes (1987), saw the réintroduction of extemal meaning. 
The reductive minimalist style of early postmodem dance is now sometimes 
reinterpreted as a stage in high or late modemism (Reynolds 2003) and (Jencks 1987); 
or as Manning points out even this is tentative since ‘the larger contours of dance 
modemism are only now coming into view’ (1988, p.38). Silverman summarises;
[postmodemism] brings the modemist hegemony to closure. It examines the 
ends, goals, hopes of modemist activity.. .extend[ing].. .the fimdamental tenets 
...of a modemist outlook. This means that the lines of demarcation between 
modemism and postmodemism are not well-defined.
(Silverman 1990, p.l)"^
Foster H., (1985) states that its relationships to modemism, which he terms 
reactionary or resistant, are significant and stresses that postmodem dance’s anti- 
illusionistic stance provides access to the processes of production instead of 
presenting a unified totality for passive consumption by the spectator. Ideological and 
political characterisations would be in line with writers such as Hutcheon. For
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example, reactionary postmodemism is neo-conservative (from a left wing 
perspective of course), whereas Foster H., argues that
resistant postmodemism is concemed with critical deconstmction of tradition, 
not an instrumental pastiche...it seeks to question rather than exploit cultural 
codes, to explore rather than conceal social and political affiliations.
(1985,p.xii)"^
The style which is described as the analytical phase is ‘reductive, factual, objective’; 
(Banes 1987, p.xx). Material was often task based and workmanlike. It focussed on 
the movement and not on any extrinsic meaning. In summary, it was a
choreography of discontinuity. The old verities of the development of theme, 
unity, contrast, climax, the beginning-middle-end syndrome, fixed time and 
formal stmctures gave way to chance composition... repetition, 
ambiguity...open-ended construction, an a-logical anarchistic form with the 
parts quite independent of each other.
(Lippincott 1970, p.29)
There ‘will be of course as many different forms of postmodemism as there were high 
modemisms’ since the former is typically seen as a rejection of the later (Jameson 
1985, p.l 12). The retum of extemal reference, virtuosity and theatrical elements 
proves difficult for theorists to include under the banner of postmodemism if a narrow 
view of the analytical phase is emphasised as the cmx of the matter. Taking this to be 
the necessary condition would bring dance out of line with the other arts, for example 
Jenck’s (1987) categorisation of architecture as postmodem when it uses quotation 
and pastiche for ironic purposes. The theoretical underpinnings of historic modem 
dance and postmodem dance do, however, tend to situate the viewer differently: the 
former encourages passive reception of symbolic emotions considered to be embodied 
in the dance; and the latter places the spectator in a more active position, initially 
through notions of ‘semiotically leamed or affixed meaning’ (Trachtenberg 1985, p.6) 
which must be decoded, and latterly through the poststmcturalist theories outlined 
earlier.
Thus extrinsic content is reinstalled but it now operates through a double-coded, 
ironic and paradoxical stance which is seen as significant in characterising the 
difference between reductive modemism and its postmodemist uses (Jencks 1987). 
Although both eschew subjective experience and essentialised accounts, the former
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rejects politics and has no need of irony, while the latter holds to the notion that 
meaning, ‘culturally mediated...socially and historically determined’ (Copeland 1983, 
p.39), is now located in the decentred spectator rather than embodied in the dance 
alone. In summary, postmodemism in dance challenges fixed, unitary standpoints, 
deprivileges claims to authority and opens up multiple interpretations. This is assisted 
by the use of deconstmction, fi*agmentation or intertextual elements in the 
choreography, the discontinuity which results discourages ‘a sense of causality, 
identity [and] unified stmcture’ (Trachtenberg 1985, p. 15). Initially thought of as 
nihilistic by some, as permitting no interpretation because of the instability of the text 
produced by this treatment (Auslander 1988), intertextuality has shown a way of 
analysing the multiple references which result fi-om this type of work.
In many respects British postmodem dance shares the characterisations given above. 
It is not possible to detail the complexity of the situation in this brief account, 
although some further consideration is given in Chapter 5.^ "^  Suffice it here to say that 
while modem dance was still trying to establish itself, a counter movement quickly 
began because Cohan allowed LCDS to be opened up to altemative approaches. These 
drew not only on Cunningham’s then unfamiliar notions of abstraction, but they were 
also influenced by the general scene within the arts in the UK which, at that point, 
were more in line with developments in Dadaism, as Jordan points out;
the new theatre, film and dance avoided conventional narrative forms that 
invited identification with character and situation and, more broadly, all linear 
forms that followed hierarchical, climax/release pattems and the sequence of 
arousing, manipulating and fulfilling emotional expectations.
(Jordan 1989, p.3)
Radical juxtaposition, fi*agmentation and collage were typical stmcturing devices in 
what were often mixed media performances which valued incongruity and 
discontinuity."^  ^Themes were sometimes political, so narrative is not always rejected 
at this point, although it is usually non-linear. A collaborative work for Strider, 
Hundreds and Thousands (1972), by Diana Davies, Jacky Lansley and Sally Potter 
involved, for example, a feminist perspective in the juxtaposition of women involved 
in strong movements, task-based activity by non-dancers and music such as 
Tchaikovsky’s Nutcracker,
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the three women.. .were seen swinging white Indian clubs in the manner of a 
callisthenic routine. For their musical accompaniment they used the 
‘incompetent strains’ of the Ross & Cromarty Orchestra) a politically 
motivated orchestra dedicated to the notion of amateur performance): players 
sawed their way through waltz tunes and the Dance of the Sugar Plum 
Fairy...meanwhile, Flanagan and the photographer John Hilliard were 
engaged in the rhythmic shovelling of grit from one spot to another.
(Jordan 1989, p. 10)
Although this type of work was influential amongst the dancers, choreographers and 
other artists drawn to this developing arena, for example Richard Alston and Siobhan 
Davies were from art school and Sally Potter was a film maker, it did not much 
impinge upon larger audiences initially. Alston eventually had several pieces included 
in the repertoire of LCDT. His work at that point, and a similar characterisation would 
apply to Davies, is based in Graham vocabulary but with a Cunningham influenced, 
de-centralised use of space and phrases which are structured around clusters of 
movements, instead of the typical motif and development associated with mainstream 
modem dance (Kane 1989). It appeared quite radical in effect;
Alston’s collaboration with Potter, Combines [1972]...was a collage that both 
used and dismantled the conventions of the theatre: the stage experience set 
against filmed scenes of backstage (dancers putting boiler-suits, ascending and 
ultimately descending the stairway at the back of the theatre); performance set 
against a film of ‘warming-up’ and rehearsal in the studio; the present time set 
against the past...the piece progresses with a ‘chunky continuity’, jumping 
from one idea to another...the same movement phrases would recur to 
different music and look different accordingly. The dissociation technique 
between music and dance was again at work.
(Jordan 1989, pp. 11-12)
Alston and others were influenced by further American sources through Mary 
Fulkerson who taught dance at Dartington College of Arts from 1973, another 
important institution with a commitment to altemative techniques. Through her 
teaching and invitations to artists from the USA as guest lecturers at the College, such 
as Steve Paxton for example, contact and release based methods and other postmodem 
approaches to movement were widely disseminated and had considerable impact on 
the development of independent dance in the UK (Jordan 1992).
Jordan explains that two strands of work eventually grew from the counter movement. 
First, an increasing formalism was seen in Cunningham influenced styles. Although
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this was a reaction against Graham based forms of expressionism some of these 
styles, such as those developed by Richard Alston or Siobhan Davies for example, 
eventually became part of mainstream modemism. Second, there were those labelled 
British New Dance/^ In 1976 Fergus Early had founded the X6 Dance Collective 
which became the home of British New Dance, and this tended to draw in more 
radical choreographers.^® As Thomas cautioned earlier with modem dance, Mackrell 
points out that it had ‘no single ideology and no single approach to choreography’ and 
this makes it difficult to characterise how it overlaps with postmodemism (1992, p.l). 
She quotes Early in a useful summary of the characteristic aspects of the styles which 
might be included under the umbrella of British New Dance;
New Dance is not:
baggy trousers, rolling about, Chinese shoes, contact improvisation, ballet to 
rock music, release work, image work, outside performances, post-modem 
dance, martial arts, self-indulgence, American, non-narrative...
New Dance does not exclude:
formal choreography, tap, ballet class, baggy trousers, rolling about, Chinese 
shoes, jazz shoes, no shoes, army boots, self-indulgence, contact 
improvisation, rock music, virtuosity, stillness, narrative.
(in Mackrell 1992, p. 1. Original format retained)^*
British New Dance might be seen as incorporating a local manifestation of 
postmodemism which, although it claimed a broad spectrum of work, often had 
political intentions; ‘how the social, financial and political conditions affect each 
other...and where the dance stands in relation to them’ was important (Claid 1977, 
p.2).^  ^ Gender and race were significant themes, for example Jacky Lansley’s I, 
Giselle (1981) showed the eponymous victim ‘as a powerful woman who becomes 
triumphant through death’ (Mackrell 1992, p.30). Altemative techniques, again fi*om 
the USA, such as contact and release were introduced and pedestrian qualities and 
task-like presentations were also present in the works of choreographers such as 
Rosemary Butcher. Jordan (1992) clarifies that what makes British New Dance 
distinctive is its philosophical attitude to power stmctures which are seen as 
oppressive, hence features such as: the making of collaborative dances; the mixing of 
elements in multi media performances; and the challenging of how dancers are trained 
or works are made. The O Level in dance did not concem itself with these 
experimental activities, as is seen in the quotation of Triumph which opens this thesis.
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Given that Jordan (1992) provides evidence that British New Dance has fed directly 
into current practice, the omissions/silences in respect of the relationship between 
British New Dance and mainstream modem dance challenges the subject content 
within the specifications.
In summary, ‘postmodem’ has been used as an umbrella label covering a range of 
work that might be described variously as following modemism chronologically, 
commenting upon it in a self-reflexive manner, positioning itself as anti-modem, or 
engaging the spectator in the active construction of meaning. It also has concerns such 
as the breaking of traditional boundaries, presenting a politics and/or poetics of 
identity/race/gender/embodiment and it has given rise to new forms such as dance 
theatre, a term used to indicate the mixed disciplinary stmctures employed by some 
European choreographers, such as Pina Bausch, whose work has also been influential 
in the UK. These issues are further considered in Chapter 5. Underpinning some of 
these aspects, poststmctural theories in particular challenge institutionalised or 
Enlightenment accounts of stable or fixed knowledge; Foucault ‘reveals how [it]... is a 
product of social stmctures and social interaction’ (Olssen 1999, p.2).
Postmodem thinking embraces relativities, conflicts...in interpretation.. .the 
proliferation of differences, multiplicities, ambiguities, complexities; it 
acknowledges contingencies and accidents; it accepts the unfinished, the open, 
the fi-agmentary, the aleatory; it appreciates spontaneity, gives ready attention 
to the local, the regional, the specific...and it recognises the existence of 
micro-processes.
(Levin 1990, p.224)
In the light of the preceding discussions attention tums now to some further 
consideration of the art of dance in education. It was demonstrated that there was little 
research in this area in the UK, with only three writers of significance identified as 
providing conceptualisations which underpin and constmct the current model. It is 
useful now to assess how far their perspectives might answer to current practice.
Redfem’s critique of Laban’s principles assisted the art of dance model to evolve. She 
rejected his metaphysical underpinning but recuperated his movement analysis 
because it ‘provides the very means whereby dances may be created and assessed by 
formalist criteria of their own’ (Redfem 1973, p. 141). Such reliance on Laban’s
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theories might be inadequate now that their situatedness in the fuller horizon of 
modemism is clearer. Adshead’s (1988) account of structural analysis might continue 
to be found useful, where the materiality of a dance is under consideration for 
example, because she argues for the role of context in constmcting interpretations.
Smith-Autard (1976) provided the first manual to enumerate a variety of 
choreographic devices for teachers to use. These are founded in modemism but in the 
5* and most recent edition of this book she makes a strong case for students to 
become familiar with this in order to be better placed to understand the challenges of 
the new. It is agreed that this is important. She relies, however, upon a notion of 
postmodemism as anti modem, which might now be seen as only a partial picture of 
its current concems. She goes some way towards describing, what she terms, post­
modem techniques but reduces these to ‘three defining characteristics’ (2004, p.92) 
operating within an overarching framework of experimentation and rule-breaking;
[first] altemative movement contents and eclectic trends, [second] different 
themes and readings of the themes, [third] altemative and experimental 
approaches to dance composition.
(Smith-Autard 2004, p.93)
She states that her book still ‘focuses... on the content and form of dances rather than 
on all aspects of choreography including themes, music or sound, design and lighting’ 
(2004, p.v). This attempt to retain a realm of autonomous activity seems problematic 
when current work is developing new stmctural and ideological relationships between 
the excluded elements. The type of postmodemism Smith-Autard describes seems 
somewhat limited in application but there are further issues. First, the mainstream 
modemism invoked is being reinterpreted and not just rejected or surpassed. Second, 
the conceptualisation proposed, even when studying the experimental approaches she 
outlines, continues to rely on the underpinning of the model she first suggested in 
1994, but which has been in development since 1977 (Smith-Autard 2002).
McFee (2004) makes little attempt to assess the impact of current practice on his 
earlier model. He holds to a particular theory of postmodemism, more restrictive than 
Smith-Autard, seeing it as merely another movement within the arts. He argues that
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since it does not disturb notions that art is the chief focus of the subject, it does not 
undermine his conceptualisation and postmodemism is thus unproblematic,
as a topic within dance criticism. It is exactly on a par with deciding tihe 
characteristics of, say, Romantic Ballet...the distinctiveness of post'tnodem 
dance is a distinctiveness Mithin the framework articulated this .1 have 
little need of further theses concerning k in^  of dance in the current sc@ae, at 
least beyond sub-divisions offered me by major critics.
(McFee 2004, p J  96)
At a simple level, he is right. Postmodemism, as characterised in this chapter, is 
indeed a movement within the arts but his swift dismissal of any problems it poses 
renders his artistic account unenlightening. McFee’s dance in education model relies 
upon the underpinnings of modemism, he makes a distinction between the aesthetic 
and artistic which emphasises autonomy for example, so it is not clear how his 
conceptualisation can adequately encompass activity which might challenge the 
nature of the framework itself. He too relies on an inadequate description of 
postmodemism;
we see how [its] eclecticism is little other than a style of its own, and how the 
(real) pressure on ‘grand narratives’ of history or society actually mnounts to 
no more than a rejection of typical pretensions of philosophy.
(McFee 2004, p.xv. Emphasis added)
The thesis is thus organised around the perceived need to question how far the 
specifications for GCSE and A Level dance answer to the new conditions offered by 
current practice. It has been demonstrated that such an exploration is timely and that 
there is little research in this area. In Chapter 2, a survey of the public examination 
syllabuses for dance in education is undertaken, from their inception in the 1970s to 
the present, in respect of the 14 to 18 year old age groups within Ae general school 
population in England and Wales. A chronological and genealogical approach is 
taken. The task is to track continuity and change in the conceptualisation of what are 
generally considered to be the three principles by which subject content is ordered. 
There is no intention to make an analysis to disprove the principles or to find some 
other hidden ones that might better describe the intemal organisation; it is illustrated 
that this would be futile. The point of the exploration is to identify the transformations 
in how they are manifested and what knowledge is consequentially applied. This 
provides an examination of the historical context in which the current specifications
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operate in order to come to some understanding of how they construct this knowledge, 
to what artistic parameters they operate and which philosophical and theoretical 
underpinnings they adopt.
In Chapters 3 and 4 a detailed deconstruction, a process using both Derridean and 
Foucauldian approaches for which the reason is further explained, is undertaken in 
respect of the current GCSE and A Level specifications respectively. Their aims and 
the way in which these are expanded and further clarified in the subject content, 
objectives, assessment criteria and other documentation are analysed in order to reveal 
the underlying conceptualisations of knowledge and the operation of the three 
organising principles. The character of performance, composition and appreciation is 
explored. Any issues which might appear problematic are identified in order to open 
up the specifications to questions of how far they might answer to current practice.
In Chapter 5 a survey of the dance landscape in 2004-5 in Britain is undertaken 
through an analysis of critics’ reviews and other documentation. A snapshot is chosen 
in order to encompass different types of work. This further exposes any problematic 
issues that current practice might present to the specifications as currently 
conceptualised. In Chapter 6 a case study of a single dance, selected for its pertinence 
to A Level study, is presented. This specification is the pinnacle in summative 
assessment for the age range under discussion and thus questions might be sharpened 
in respect of the final position of knowledge and its manner of application. Similar to 
Chapter 5, but with more detailed investigation, a deconstruction of the critics’ 
reviews is undertaken. Post structural, feminist and cultural studies theorists are used 
in order to throw into relief the opinions expressed in these. How far the critics might 
be using types of formalist analysis much the same as that outlined in the 
specifications is questioned, hence how adequately these answer to the work can be 
considered.
In Chapter 7 a poststmcturalist analysis is undertaken of a video performance of the 
work chosen as the case study in the previous chapter in order to reveal how this type 
of process might answer differently to it. It is questioned how far these tools for 
understanding dance might be more suitable to current practice. In Chapter 8 
conclusions are drawn in respect of the issues raised by this analysis in view of any
39
Chapter 1. Imperatives for re-conceptualising dance in education
tensions identified in the construction and application of knowledge in the 
specifications. Further consideration is given to the impact of postmodemism. The 
organising principles are recharacterised in line with what has been revealed in 
respect of current practice and a new theoretical model for dance education is 
proposed fi*om which more detailed curriculum practice might be drawn in the future. 
Further issues for research are highlighted and the implications for a reconceptualised 
subject are considered. The need to explore and furnish a new rationale for dance 
education necessitates a lengthy account, hence is not possible within the confines of 
this thesis to offer ways in which the current GCSE and GCE A Level specifications 
might be subsequently redrawn or the curriculum redesigned.
1 The General Certificate in Secondary Education is taken by 16 year olds as the 
school leaving assessment. Certificate in Education at Advanced Level is 
usually taken at 17-18 as the academic entry route into Higher Education. Both 
specifications are currently offered by the AQA examination board.
2 A full detailing of the National Curriculum is not necessary. In summary: key 
stage 1 for years 5-7; key stage 2 up to 11 years; key stage 3 up to 13; key 
stage 4 up to 16; and the post compulsory key stage 5 up to 18. Initially ten 
subjects were identified as required with physical education being one of 
these. Reforms in 2000 reduced this to four core strands, as part of physical 
education dance was compulsory at key stages 1 and 2, either dance or 
gymnastics was required at key stage 3 and is optional after that point. Four 
cross curricular elements were identified: inclusion; use of language; 
information and communication technology; and health and safety.
3 Department of National Heritage, the origin of the quotation, is now the 
Department for Culture, Media and Sport (DCMS).
4 The origins of the term appreciation are unclear. Smith cites its occasional use 
by Dewey in the 1930s but states that ‘the newer concept of appreciation 
is...wedded to the concept of “aesthetic” apprehension. Through a successful 
act of appreciation we make aesthetic contact with an object, achieve a more 
adequate awareness of its aesthetic properties, [and] enjoy the...impact...it 
makes on us’ (Smith, R., 1971, p.446).
5 The Select Committee system has a detailed and continuing oversight on 
government policy.
6 Less than 3% of respondents to the survey strongly disagreed with the 
statement. Founded in 1988, as the problems inherent on the Education 
Reform Act became apparent, the NDTA is ‘the only organisation representing 
dance teachers in schools...[in order] to defend the position of dance within 
the national curriculum’ (Anonymous 1998, n.p).
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7 The Specialist Sports College Provision may be implicated in this growth in 
GCSE dance. Specialist schools have been operating since 1997. They are able 
to adapt their delivery of the National Curriculum to focus on specific areas 
and select up to 10% of their students on the basis of interest and facility in the 
specialism.
8 The PESSCL strategy aimed to improve achievement and participation in 
sport. The development of the Gifted and Talented Framework in dance was 
part of this and was fimded through PESSCL money distributed through the 
Youth Sport Trust to the Best Practice Network, which includes the National 
Dance Teachers Association and the Specialist Schools Trust. The framework 
was developed in two specialist sports colleges and provides a three tier 
structure which progresses fi-om entry level to excellent provision. See 
www.bestpractice.org.uk for details; also www.talentladder.org.uk.
9 All Our Futures was a comprehensive report by the National Advisory 
Committee on Creative and Cultural Education (NACCCE). It was 
commissioned jointly by the Secretaries of State for Education and 
Employment (DfEE) and Culture, Media and Sport (DCMS) to feed the 
National Curriculum review for 2000.
10 A Creative Future was a large consultation exercise undertaken on the subject 
of how the arts are supported. It was commissioned by the then Minister for 
the Arts and co-ordinated by the Arts Council of Great Britain.
11 The Tomlinson Report was commissioned in 2003 to review and unify the 
qualifications framework in order to remove the academic-vocational split in 
the system, to improve the numbers of young people staying on in post 
compulsory education and to raise standards. It suggested an overarching 
diploma at three levels and the scrapping of GCSE and A Level as separate 
indicators of achievement.
12 The first five diplomas are due in 2008, five more in 2009 and all fourteen by 
2010 (DFES 2005). They will include academic, technical and vocational 
material and will cover all occupational sectors.
13 Central European forms of modem dance had influenced developments in the 
curriculum fi-om 1950s onward, as will be discussed in Chapter 2, however 
there were no theatre models for the style of dance currently taught in schools 
and indigenous forms of modem dance had failed to thrive after the period 
called the Second World War. Audiences were more familiar with ballet than 
modem dance. See for example Jordan (1989; 1992), Sanders (1990) and 
White (1985b).
14 Stmcturalism follows from the linguistic theory of Saussure which decoupled 
the correspondence meaning assumed to exist between words and things in the 
real world. The relationship is one of convention only and suggests ‘that words 
are signs defined by their difference from other words and signs’ (Munslow
41
Chapter 1. Imperatives for re-conceptualising dance in education
2000, p.208). A notion of arbitrary connections in the deeper structures of 
language gives insight into how layers of meaning are created however 
structuralism tended to ignore empirical affects and hence cultural and 
political sigmficance. Foucault resituated these aspects as important due to 
their impact on power and ideology expressed/created through language.
15 AQA GCSE: Performing Arts, Dance (code 3231) and AQA GCE A level
Dance Advanced Subsidiary (code 5231) and Advanced (code 6231).
16 Jenkins writes pejoratively of historians who make a fetish of documents and 
points towards the importance of their interpretation instead.
17 Norris wams against seeing deconstmction as a method, technique or species
of literary critique all ‘the result of grafting deconstmction on to an 
activity.. .with its own specific needs’ (Norris 1987, p. 18). My need is to place 
it as part of a process of dismantling the disguised ideologies underpinning the 
GCSE and GCE A Level specifications.
18 Kant elaborates this notion more simply in a foot note. ‘In perceiving a
flower.. .we meet with a certain purposiveness unrelated, in the way we judge 
the flower, to any purpose whatever, and this is why we think it beautiful’ 
(1963 [1790], p.45).
19 Read points out that aesthetic experience cannot be a simple Kantian 
involvement since this is transhistorical, transcendental, universal. It would 
thus be impossible to judge between ‘the cave drawings of the palaeolithic 
period and the drawings of...Picasso’ (Read 1964, p. 19). He does not abandon 
Kant, but argues that sensibility is used differently, so he can claim the modem 
context is superior and thus reinstall the myth of progress.
20 Clive Bell popularised the term significant form ‘as the name for the quality 
common to all good visual art -  roughly, unified organisation with vitality of 
regional quality -  and used [this] to focus attention on the work itself 
(Beardsley 1966, p.364).
21 This maintains that authorial intentions are not directly translatable into 
aesthetic form; autonomy precludes this. This contradicts others, such as 
Adorno, who states that although content and intention must not be conflated, 
the latter is ‘an organising force that ends up being submerged in the work’ 
(1984, p.217). Herbert Read, considers that intentions determine the ‘presence 
or absence of sensuous quality...and that this intention, though always 
aesthetic, may have a prescribed pattem’ that is discernible (1964, p.90). This 
longstanding debate is not revisited. If perspectives such as Read’s pertain 
however, extrinsic/narrative intention becomes intrinsically bound up with the 
qualities of the object as mle-based occurrences. Hence art could be easily 
interpreted, either from direct perception of the work or by asking the author 
to shed further light on it. In Chapters 3 and 4 it is seen that these notions 
underpin the requirement for candidates to present programme notes of their 
choreography.
42
Chapter 1. Imperatives for re-conceptualising dance in education
22 The term, art for arts sake, was perhaps introduced by Benjamin Constant in 
his Journal Intime in 1804 but not published until 1895 (Beardsley 1966).
23 Greenberg also stated that art was ‘a matter of self-evidence and feeling... 
rather than of intellectation... [so] the reality of art is disclosed only in 
experience, not in reflection upon experience’ (1965, p.243). This extrapolates 
from Kant but further reduces aesthetic contemplation to a time-bound 
moment. This opens up a long debate, not revisited here, about the character of 
aesthetic judgements as either private, unanalysable intuitions or acts of 
rationality accessible to evaluation. The work of Best (1974; 1985; 1992) is 
the most well-known in the UK which contradicts Greenberg’s subjectivist 
position.
24 Greenberg (1965) championed the cause of a group of artists who appeared to 
react against the dominance of Cubism in the USA: Arshile Gorky; Willem de 
Kooning; Hans Hofinann, Adolph Gottleib; Robert Motherwell; Mark Tobey; 
Mark Rothko; and in particular, Jackson Pollock. He states that Robert Coates 
of the New Yorker probably invented the term abstract expressionism and that 
this had become recognised as a major manifestation in art by 1950. 
Interestingly he suggests a possible ideology for the art for arts sake approach 
in that the exclusion of extrinsic content avoided political dogma and was an 
anti-Stalinist reaction.
25 Doll (1993) also asserts that this modemist constmction of science ignores the 
uncertainty of quantum physics. Indeed since he was writing this has moved 
on apace with string theory and nano technology.
26 This vast debate cannot be outlined but see for example Witkin (1974), Best 
(1985) and (1974), Abbbs (1989), Amaud Reid (1969), and Langer (1957).
27 The third mode is that of critical knowledge which is valued for emancipatory 
purposes.
28 Rationality and the intrinsic worth of knowledge, in the Cartesian and Kantian 
sense, implies the ability to control and order ones’ life in a humanistic 
manner (it has not been possible to undertake an analysis of Kantian ethics); 
these render progress possible (one of the meta-narratives of modemism). 
Additionally, rationality has also taken on technicist and scientific aspects in 
the modem era to produce a means-end model which emphasises efficiency as 
the basis of rational choice. Weber (1976), for example, links this with the 
protestant work ethic which underpins capitalism. Lyotard (1977, 2004) 
claims technology is increasingly dominant as the rationale. It searches for 
efficiency in performance; science and technology are self-reinforcing because 
they are embedded in the economic system, legitimised as forces of production 
and not valued just for the goods they produce. Value for money within 
education has certainly become a current watch word.
29 It is not clear when modem dance began to be called this, some people think
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it was New York Times critic John Martin...[but] no one is certain’ (Livet 
1978, p. 176). Modem dance in the UK has a long history if earlier indigenous 
forms are referred to, see Nicholas in (Carter 2004) or Sanders (1990). By the 
mid 1960s these had to a large extent disappeared from professional theatre 
practice and dance in education looked to the USA for its models.
30 The key difference between the other arts and modem dance is their position 
in relation to naturalism since ballet has never been advocated for this quality. 
Modem dance, unlike the Cubist tum in painting and sculpture, is thus not 
rejecting this per se when it is constmcting its own abstract forms. The key 
issue is one of overtuming and questioning conventions therefore.
31 In one sense the modems accepted a fractured self as the current condition, but 
they saw it as pathological. They looked instead to a nostalgic unified subject, 
now lost, but which they presumed to have existed in the past and among 
primitive peoples. They felt that the supposed two halves of the person, 
primal-aculturated, could be reunited by dance.
32 This rejection of formalism also descends from Kant because he stated that 
pure aesthetic experience needed the contemplation of art objects which are 
uncontrived, in other words a natural quality must hide technical effort or 
manipulation (Kant 1963 [1790]). Formalism, as opposed to the importance of 
formal qualities, was also criticised in the other arts. Adomo stated that this 
type of attack is an anti-art stance since ‘tme form converges with critique in 
the sense that wherever art works mount self-criticism it is through form’ 
(Adomo 1984, p.208). In this way he recuperates the notion.
33 The term of choice at that time, composition, may in part be explained by
these strong links to music.
34 It would see strange, given the foregoing discussion in respect of abstraction,
that Humphrey’s dance should be criticised for this. Perhaps the underlying 
reason is the expectation that it should be different from ballet which also uses 
music visualisation as its formal stmcturing device. Indeed, although not the 
focus of the discussion, ballet was also undergoing its own form of 
modernism. Formalism, for example, was an epithet applied unpejoratively to 
Balanchine’s work (Levin in Copeland and Cohen 1983). Decadent, empty 
formalism was also a Stalinist criticism. The Russian avant-garde had also 
embraced abstraction through Constructivism and Suprematism. After the 
October Revolution in 1917 a new view developed. Art should be practical 
and utilitarian and the artist should not be a creator of idle aesthetic form but a 
worker whose products benefit society. It is not possible to explore these 
manifestations in depth but merely to indicate that these issues have wide 
significance beyond the USA and Europe and interconnect with each other.
35 Unlike many of his predecessors, Cunningham makes common cause with
modem artists; ‘a prevalent feeling among painters that lets them make a space 
in which anything can happen is a feeling that dancers may have too. Imitating 
the way nature makes a space and puts lots of things in it...yet each affecting
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all the others (Cunnmgham in Kostelanetz 1992, p.38). Indeed recourse to 
nature as the fount of art can also be seen as Kantian.
36 The quasi-religious note is a familiar one in modem art. Read for example 
points to a Kantian notion as one of the possible well-springs of this ‘ the 
aesthetic faculty has been the means of man first acquiring, and then refining, 
consciousness...human evolution...is differentiated from animal evolution by 
the possession of this faculty’ (Read 1964, preface, n.p). It is important to 
recognise that abstract expressionism did not eschew all notions of expression; 
‘instead of making cathedrals out of Christ, Man, or “life”, we are making it 
out of ourselves, out of our own feelings’ Bamett Newman in (Crowther 1993, 
p.185).
37 Foster S. L., (1986) suggests devices taken from literary theory as a way of 
decoding meaning. The tropes of metaphor, metonymy, synecdoche, irony, 
correspond to four representational modes, resemblance, imitation, replication 
and reflection. These in tum correspond to four paradigms of dance. This is an 
early attempt at using stmcturalist theory and hence her use of reading as the 
term to describe the process that the spectator is involved in.
38 Cunningham’s place is problematic and is situated differently in accounts of 
modernism and postmodernism. Banes (1987) does not include him among the 
latter but notes his work as perhaps an essential prior condition. It is not the 
intention to revisit this debate.
39 The psychological theories of Freud and Jung also underlie Expressionism and 
forms such as Surrealism. It is not possible to investigate these further.
40 Strider was organised as a cooperative venture. It was launched at the 
Intemational Carnival of Experimental Sound and was fiinded by the Calouste 
Gulbenkian Foundation and later by the Arts Council (Kane 1989). This was 
an unusually early support for experimental work given that modem dance 
itself was still unfamiliar to many.
41 The term, post modem, has often indicated those early styles which seemed to 
reject modernism and thus placed the new form chronologically. Most writers 
now use postmodem as referring to work which is not characterised in simple 
opposition but which has ends of its own. Modernism involved self- 
reflexivity so early forms of post modem dance might also be seen as 
continuing this aspect and hence not post as such. This is a longstanding 
debate and is unresolved. Postmodernism, as it is characterised in dance, is 
also described differently in other art forms and is a subject of contention not 
fiirther commented upon here.
42 These writers prefer the term post-structuralism to highlight this chronology.
43 This source also makes a distinction between writers such as Derrida, who 
might be seen as structuralist in certain respects, and Foucault, whose
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resituating of the specificities of time and place into the discourse can be seen 
as more clearly post-structuralist.
44 Habermas (1987) makes a case for re-examining modernity and not just
accepting postmodernism on its own terms.
45 Hutcheon, using Charles Jencks model of postmodern architecture as her
paradigm, refers to the problematic contradictoriness of postmodern literature 
for example which reinstalls the values of modernism in order to contest them. 
An ironic complicit quality is the result.
46 These descriptions would also be in line with a characterisation of them as
exhibiting hypermodemism, such as that proffered by Adomo (1984).
47 Jordan (1992) cites the 1970s as the decade that the UK developed its own
identity, as separate from the USA forms of contemporary dance. American 
critics such as Deborah Jowitt, quoted in Jordan, noted this distinctiveness in a 
review of a performance by Second Stride in 1982 for example (a company 
founded by Alston, Davies and Spink).
48 A significant influence came from Geoff Moore and the group he founded.
Moving Being, which was in residence at The Place for three years before 
moving to Cardiff in 1972. Moore was an art student and his productions 
included movement. They were highly experimental and involved multi media 
collaboration on a scale not previously seen.
49 The label came fi'om the magazine. New Dance, launched in 1977 by the X6
Collective who consisted of Emilyn Claid, Maedée Dupres, Fergus Early,
Jacky Lansley, and Mary Prestidge. New Dance thus has an application to
their work and to others who were covered in the magazine, although it was 
never fully characterised as a label and it covered a range of divergent styles, 
in the early stages for example, Alston, Davies and Butcher were all included. 
It is not the intention here to discuss whether this was correct or incorrect but 
merely to suggest that membership of Jordan’s two strands need to be seen as 
quite fluid. The magazine ceased in 1988 and the term. New Dance, as a label, 
if not a category since this alternative and fiinge work continued, was no 
longer used fi'om that point (Jordan 1992).
50 Jordan (1992) states that the ethos at The Place began to change around 1974.
It became clear that the repertoire of LCDT would not be made accessible to
the experimental work being developed as part of the counter movement.
LCDT needed to develop a high status profile in respect of modem dance.
51 Early delivered these words at a significant conference in 1986, organised by 
Chisenhale Dance Space, the home of the X6 Collective after the X6 Dance 
Space closed in 1980, and the National Organisation for Dance and Mime. The 
aim of the conference was to ‘examine the form called New Dance and to 
examine its development over the previous fifteen years (Jordan 1992, p.58).
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52 Mackrell (1992) clarifies that it is difficult to map postmodernism entirely 
onto the styles which emerged as British New Dance. However, taking a 
longer view it might be becoming more apparent that the inclusion of certain 
formalist, Cunningham influenced, reductive, pedestrian styles, such as those 
of Rosemary Butcher, might now be characterised as high modernism, 
although this is still somewhat contentious. In any event, it seems appropriate 
to carve out an area of postmodern concern because, as Mackrell herself points 
out. New Dance eventually influenced this type of work in the 1980s.
53 During the writing of this thesis government plans for education were in flux, 
as was indicated earlier in this chapter. Latterly, general changes to the 
specifications have been announced but detailed criteria are known only to the 
AQA where examiners have been writing a new GCE A Level for the 2008 
cohort. It would prove a firuitless exercise at this point, therefore, to attempt to 
draw practice-based suggestions for a new model of dance education when the 
governmental and institutional basis of the enterprise cannot be fully known.
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Dance in Education in England and Wales.
‘Increasingly, historians see their engagement with the past as starting with their 
problems in the present’ (Munslow 2003, pp. 132-133), The ‘problem’ for this chapter 
is to survey changes in conceptualisation of the subject content in public examination 
syllabuses for dance, in respect of the 14 to 18 year old age groups within the general 
school population. The emergence and transformation of what are generally 
acknowledged as the three organising principles for dance in education in England 
and Wales are traced. To coincide vdth its annual conference in 2002 the National 
Dance Teachers Association (NDTA) published a policy document. Maximising 
Opportunity. ^  It claims
it is now widely accepted that the study of performance, composition and 
appreciation -  each with its own body of knowledge, skills and understanding 
-  provides a coherent conceptual framework for the study of dance.
(Anonymous 2002g p.6)^
This was not a new view. In a position statement detailing the rationale for dance in 
the curriculum circulated twelve years earlier by the NDTA, it was stated that ‘the 
“dance as art” model in education, performance, composition, appreciation...has 
become firmly established in the last ten years’(Anonymous 1990a, n.p).
The apparent pervasiveness of the three organising principles over time does not lead 
inevitably to assumptions of inescapable positivism. They are not the result of logical 
development in the subject, pointing towards a primary goal which is now fully 
realised nor are they the natural outcomes of inevitable processes, rather they have 
been constructed as fundamentals in the discourse. Continuity, however, is no less 
problematic than its opposite; ‘the identical and the continuous...are...actively, 
regularly formed’ (Foucault 2002, p. 192). This can be analysed in various ways;
to discover how the recurrent elements of statements can reappear, dissociate, 
recompose, gain in extension or determination, be taken up into new logical 
structures, acquire...new semantic contents, and constitute partial
organisations amongst themselves.
(Foucault 2002, p.67)
Focus is on the discursive area therefore and in this case the question to be asked is in 
what manner the syllabuses and specifications, which are not neutral descriptions of 
subject content, might be seen to constitute, constrain and characterise the organising
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principles. The need to analyse these aspects through time, while maintaining a 
Foucauldian perspective that situates ‘them within power structures...[and] traces an 
essential, historically constituted tie between power and knowledge’ (Olssen 1999, 
p. 12), results in the choice of a genealogical approach. This is important because ‘it 
opposes itself to the search for “origins’” (Foucault 1971, p.77) which descend 
through linear arrangements of events in a direct teleological causative relationship 
toward a beginning, a horizon, which can be uncovered. Foucault draws attention to 
the fallacy in the assumption that objects such as concepts, structured ‘on the basis of 
forms of coexistence between statements’ (Foucault 2002, p.81) have a birth, a point 
at which their irreducible manifestation is suddenly and unequivocally evident; ‘the 
history of ideas... describes the integration of the new into the already structured field 
of the acquired’ (p. 158).
In order to clarify the relationship between genealogy and traditional history, since 
both use chronological approaches, it is necessary to refer to the manner in which 
Nietzsche’s work informs Foucault’s theories in this respect. Nietzsche identifies 
three problematic conceptions of history. As summarised, these are,
monumental [great men, important events]...the antiquarian, dedicated to 
preservation of the past as continuity of identity in tradition... and the critical, 
dedicated to judgement on and consideration of parts of the past in the name of 
the present.
(Olssen 1999, p. 14)
At issue is the perspective fi-om which judgement is typically made. Both Nietzsche 
and Foucault see this as an inappropriate and all pervasive ‘present’ that assumes 
continuity of its logic into the past and the future. Foucault’s view, that genealogy 
‘differs fi-om traditional history in being without constants’ (1971, p.87), clarifies that 
‘we must dismiss...the consoling play of recognitions’ (p.88) which encourage the 
search for predetermined origins. He draws upon Nietzschean notions which deny 
natural, unified or predetermined outcomes to historical narratives;
the whole history of a thing... becomes a continuous chain of reinterpretations 
and rearrangements, which need not be causally connected among themselves, 
which may simply follow one another... it is a sequence of more or less 
profound, more or less independent processes of appropriation.
(Nietzsche 1956, p,210. Emphasis added)
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Nietzsche’s theorising thus abandons transhistorical qualities. Foucault also rejects 
beliefs in ‘unmobile forms that precede the external world of accident and succession’ 
(1971, p.78) and he opens up chronology to interpretations which expose ‘“something 
altogether different” behind things...the secret that they have no essence or that their 
essence was fabricate(f (p.78. Emphasis added.). Power is implicated here and its 
operation can be discerned when genealogy concerns itself ‘with tracing the historical 
processes of descent and emergence by which a given thought system or process 
comes into being and is subsequently transformed’ (Olssen 1999, p.9. Emphasis 
added.) It is necessary to tease out these two aspects, descent and emergence, further.
[Descent] is the equivalent of.. .the ancient affiliation to a group, sustained by 
the bonds of blood, tradition, or social class...but the traits it attempts to 
identify are not the exclusive generic characteristics of an individual...or an 
idea...[instead] far from being a category of resemblance, this origin allows the 
sorting out of different traits.
(Foucault 197I,pp.80-81)
Tracing the descent of a concept allows differences to be considered and helps to 
expose how these are brought into temporary allegiances; an essential notion given 
the initial diversity of dance syllabuses and the universalising character of the GCSE 
and GCE A Level examinations which superceded them, as described in this chapter. 
Emergence is discerned in outcrops where ideas are transformed in new settings or are 
momentarily consolidated, such as occurs within the specifications in spite of their 
apparent longevity. Such developments ‘may appear as a culmination, but they are 
merely the current episodes in a series of subjugations...[since] emergence is always 
produced through a particular stage of forces’ (Foucault 1971, p.83).
It is important, therefore, to clarify that the purpose of the genealogical undertaking in 
this chapter is not a tracing of all the potmtieX forces. For example, those not included 
are powers operating at governmental or institutional levels and those which insinuate 
themselves through general curricular design or broader educational theory. This is 
not to claim that these contexts are irrelevant. Foucault considers that discourse has 
both ‘a political apparatus and institutional technologies (Olssen, Codd et al. 2004, 
p.36). Rather than attempting to elucidate the individual effects of all the constraints, 
the focus here is more specifically local. It is concerned with the ramifications of the 
subject of dance in education as it crystallises in the discourse at the proximal end, the
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technology of the specifications. This locus is of interest because of its material 
impact on dancing bodies;
the body is the inscribed surface of events (traced by language and dissolved 
by ideas...genealogy, as an analysis of descent, is thus situated within the 
articulation of the body and history. Its task is to expose a body totally 
imprinted by history.
(Foucault 1971, p.83)
The specifications and syllabuses systematise the character of the inscription at 
particular moments in time, hence the focus in this chapter on changes and 
transformations in these documents.^ Further to this, Nietzsche also rejects Kantian 
and Enlightenment rationality;
Let us...be on our guard against the...myth of a “pure, will-less...timeless 
knower”; let us beware of the tentacles of such contradictory notions as “pure 
reason”, “absolute knowledge”...all these concepts presuppose an eye such as 
no living being can imagine, an eye required to have no direction, to abrogate 
its active and interpretive powers -  precisely those powers that alone make of 
seeing, seeing something. All seeing is essentially perspective.
(Nietzsche 1956, p.255)
In order to pursue a genealogical enquiry, therefore, the historical process needs to be 
focused away fi'om strategies which construct history as irrefutable knowledge. 
Hence, contingent upon the events under discussion, the story which is constructed 
here is not totalised as unassailable truth', it must be accepted that historians present 
‘forms of narrative rather than reflections of reality’ (Munslow 2003, p. 17)."^  This is 
not to suggest a laissé faire attitude;
whilst the sources may prevent just anything at all from being said, 
nevertheless the same events/sources do not entail that one and only one 
reading has to follow.
(Jenkins 1991, p. 13)
Identification of change in the organising principles is not ‘intended to uncover great 
cultural continuities, nor to isolate mechanisms of causality...[or] find what could 
have motivated them’ (Foucault 2002, p. 180) since culture and discourse are not 
mirror images of each other. Rather an interpretation is made ‘by imagining possible 
connections between the traces of the data-stream to see how it might all fit together
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(Munslow 2003, p. 17) or indeed, how it might not. The character of this is clarified 
thus;
application of the general capacity of the human liiind for comparison, 
connection, analogy and difference...a metaphorical process that allows the 
historian to relate different domains of knowledge... the riâffatiVe, being the 
vehicle for this process of re-description, permits the historian 
to.. .compose/configure a set of relationships that did not previously exist 
between events.
(Munslow 2000, p. 124)
As a result of applying what Munslow terms historical imagination it is clear that 
different interpretations are possible.^ The meaning of any transformations in the 
conceptualisation of dance in education is thus open to reappraisal but the occurrence 
of change is explored in order to expose current issues in respect of the three 
organising principles since the final intention of this thesis is one of 
reconceptualisation;
historical study should show people how the past can be used to effect an 
ethically responsible transition from the present to the future.
(Jenkins 1995, p. 137)^
A brief situating of the discussion is in order. Dance, and dance-like activity, has long 
played a part in education in England and Wales. Of interest for an understanding of 
current practice is the development, in the nineteenth century, of a child centred 
philosophy for education in general. This ‘led to educationists seeking a form of 
dance which would encourage children to develop their own potential for expression 
through movement’ (Anonymous 1983a).  ^ Eventually this niche was filled by the 
work of Rudolf Laban, and in particular what became known as modem educational 
dance.* This formed the basis of much of the curriculum practice that occurred in 
dance within schools (primary and secondary) during the 1950s and 60s.^ By the 
1970s modem educational dance, as it was being applied in practice, began to be 
criticised by dance education theoreticians such as Redfem (1973), but by then the 
first ever public examinations in dance had emerged and they were grounded in this 
dance form to a large extent, as is explored later in this chapter.
It is not possible to give a full account of this historical context. A chronological 
perspective is however employed to illustrate change through time. Although the
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organising principles for any subject are likely to be concomitant with the criteria for 
their inclusion within the curriculum, and will also thus reflect the wider educational, 
socio-political and cultural contexts that support and construct their presence, it is not 
the intention to focus discussion on these aspects ‘in order to rediscover the play of 
anticipations or echoes’ (Foucault 2002, p. 161).
Appendix A summarises changes in the public examination system, lists the activities 
of organisations and identifies events likely to have had some impact on dance in 
education in order for a sense of movement within the background context to be 
conveyed; direct causal links between these should not be inferred. The task in this 
chapter is to track continuity and change in the conceptualisation of the three 
organising principles in order to highlight shifts in how they are manifested and 
applied within the public examination system. The need to explore this through 
discourse means that a wide range of documentary evidence is drawn upon; not to 
ground the facts as such, nor to claim hierarchies of validation for these but rather to 
‘establish the regularity of statements... [and] an effective field of appearance ’ for the 
objects under discussion (Foucault 2002, p. 161). A fuller historical account is given 
where it is likely to illuminate this.
Along with the concept of dance in education as art, the three organising principles 
(performance, composition, appreciation) have been continuously present since 1966, 
the inception of public examinations in dance. The structure of most CSE 
(Certificate of Secondary Education) dance courses in the 1970s shows that, although 
most teachers struggled to construct a suitable conceptual fi-amework and find a 
language for dance from within modem educational dance antecedents, the organising 
principles are clearly in evidence, although under different descriptions.^*
Modem educational dance needs further consideration to illustrate the issues faced by 
teachers trying to constmct the subject at CSE. Laban came to England in 1938 after a 
career in Germany, as a dancer, choreographer and theoretician, within a style known 
as Central European Modem Dance. In the UK at that time indigenous forms of early 
modem dance failed to thrive after 1939-45, the period known as the Second World 
War (Sanders 1990). There were thus no theatre-based models of modem dance for
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education to base itself upon. This had to wait until the mid 1960s and the importation 
of American based forms into the UK.*  ^ Laban (1948) had stated the need for a new 
methodology for the teaching of dance in schools. Established methods at that time 
involved the transmission of technique and action content linked to specific dance 
styles, largely folk or social dance, which were included in the curriculum typically as 
forms of exercise within physical education programmes. Learning by copying was 
usually the basis for this. This didactic approach, as Laban saw it, seemed unsuitable 
for the child centred pedagogy which was popular after the war and for the type of 
expressionistic modem dance which he proposed for education;
the richness of movement in modem dance demands a different approach for 
its mastery. It is, indeed, impossible...to study the almost infinite variations of 
steps and bodily carriage in the same manner as can be done with the restricted 
number of movements used in the stylised dance forms. Instead of studying 
each particular movement, the principle of moving must be understood...this 
approach to the material of dancing involves a new conception of it, namely, 
of movement and its elements.
(Laban 1963, p. 10)*^
Laban postulated a notion of exploring the whole gamut of movement, formulated 
upon what he saw as its essential principles. In general terms these were based on his 
analysis of the motion factors which he felt govemed all movement, identified as 
Time, Space, Weight, and Flow, plus the sixteen movement themes that he proposed. 
Initially constructed as the underpinning theory to his dance and industrial work, and 
predicated on German/European modem dance forms, it was eventually simplified 
into a conceptual framework that established four aspects for the study of dance in 
education: the Body (what the body does). Effort (combinations of the motion factors 
produce different effort qualities to affect how the body moves). Space (where the 
body moves within space) and Relationship (with whom and with what the body 
moves).*"* A contradiction appears between the antecedents in modem dance and what 
was seen subsequently as a form of undifferentiated movement for use in schools. The 
implication that the latter, supposed style-fi-ee, might be harbouring style-based 
aspects was not considered; ‘the...approach to the universal forms of movement is 
bound to be different from that needed for the mastery of a particular stylisation’ 
(Laban 1963, p. 10).
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Laban’s analysis presented a potential framework for the study of performance skills. 
The focus on the physical activity of movement, combined with its basis within the 
motion factors themselves, encouraged active experience. It gave high value to 
creativity and spontaneity but restricted appreciation, composition and performance to 
a particular type by claiming universal application: in ‘the technique of the free dance, 
that is the dance without a preconceived or dictated style, the whole range of 
movement is experienced and practised’ (Laban 1963, p.26).
The maintenance of this notion, that one could study dance as an untrammelled 
activity, free from artistic conventions was based in a belief that
in schools where art education is fostered, it is not artistic perfection or the 
creation and performance of sensational dances which is aimed at, but the 
beneficial effect of the creative activity of dancing upon the personality of the 
pupils.
(Laban 1963, p. 12. Emphasis added)
This would seem not only to emphasise physical activity (dancing) as key to learning 
but it also locates the value of educational dance firmly within the psychological 
arena and any benefits in this respect that might be derived from engaging in creative 
experiences.*^ This acted to discourage any formal study of composition and 
appreciation within the curriculum as might pertain to dance in its context as an art 
form. Redfem draws attention to what were being constmcted as potentially two 
opposing conceptualisations of the study of dance which led educators to value 
Laban’s effort analysis over his principles of space harmony. However,
the situation might.. .be reversed if the tradition had been to lay stress on the 
making of dances, rather than on the experience of dancing, and if dance 
appreciation were built into the total programme of dance education as an 
essential element.
(Redfem 1973 p.128-129)
Laban entreated that children ‘should invent their dances freely as a creative activity’ 
(Laban 1963, p.29) while the teacher should make movement studies ‘without having 
an ambition to become a composer of dances, which is an artistic profession of its 
own’ (p29). Educational dance, although incorporating elements of modem dance 
values in its underpinning philosophy, is thus constmcted in binary opposition to an
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arts-based approach. Laban understood, Redfem (1973) points out, that when 
employed as an art form, dance answers to artistic rules. The strategy of exclusion, 
operated by Laban and his followers, reveals another aspect of the contradiction 
referred to earlier; the study of artistic conventions is also viewed as inappropriate 
because their very existence is deemed inimical to individual creativity. This is highly 
problematic when the latter also features as a significant educational outcome.
Child centred experience and spontaneity were therefore not to be inhibited by what 
was seen as the imposition of extemal mles. Other dance educators reinforced this 
view but changes appear over time as an increasing need to constmct finished dances 
is acknowledged. Thus for example, Russell speaks of dance as ‘a spontaneous 
expression of joy’ (1958, p. 15) but accepts that choreography is necessary for dealing 
with large numbers in movement choirs and that after school clubs will need the 
challenge of making work specifically for presentation to an audience. By 1969 she 
lists actual choreographic devices for study, such as unison and canon.
Although CSE syllabuses were all very different in the 1970s, reflecting the interests 
of individual teachers, the influence of Laban’s organising principles can be detected. 
Syllabuses reveal a wide range of titles, for example creative dance, modem 
educational dance, modem dance, or just simply dance. By the early 1980s this was 
constmcted as problematic; the plethora of terms were now felt to conceal the fact that 
different activities took place (Meakin and Sanderson 1983). The writers expressed 
concem that these veered between Laban-centred or arts based approaches for 
example (a tension that accepts the binary opposition in which modem educational 
dance had situated itself in spite of its antecedents in European modernism). They 
stated that teachers prized originality but pointed out that this can only be recognised 
by reference to a framework of values, the hidden parameters of which are artistic. An 
arts model is being propounded and homogeneity valued.
The first CSE syllabus, entitled Modem Educational Dance, was created in 1971 by 
Kate Harrison, dance teacher at Starcross School in London. It became a model for 
many others. This was encouraged by the examination boards. Schools wanting to 
introduce a mode 3 syllabus could affiliate themselves with one previously accepted
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but write their own assessment t a s k s . I n  this way, although syllabuses still 
proliferated, a certain amount of homogeneity was produced. Laban terminology, 
perceived as the only suitable analysis available, infiltrated the documentation. CSE 
syllabuses for example at Kidbrooke, JFS Comprehensive, Shelburne, Langdon Park, 
Parliament Hill, and the Sacred Heart schools are all similar to the Starcross syllabus, 
which provides an explanatory rationale based on Laban’s ideas. There is an explicit 
statement that ‘educational dance gives experience in three principal fields -  those of 
effort, of space and of group relationships’ (Harrison 1971, n.p).** The relationship 
with Laban terminology is clear. The syllabus also lays out its subject content under 
the main headings of body awareness (where action content is indicated), effort 
awareness, space awareness, and relationships.*^ As this is based on Laban’s analysis, 
a range of possibilities organised around a framework for generating movement is 
studied rather than a set of different dance techniques.
Although the Starcross CSE emphasises the doing of dance, appreciation (not 
specified as such) is an implied aspect in various parts, for example in the requirement 
for students to undertake visits to professional dance performances. The principles of 
dance composition are specifically mentioned as an aim however. The trilogy 
(performance, appreciation, composition) is therefore complete within this first 
syllabus although not clearly articulated within the terminology as such and with a 
different emphasis for each.
Although no artistic parameters are identified, the subject content for composition in 
the first year of the CSE is limited to ‘group motifs...themes and variations’ 
(Harrison 1971, n,p) and the need to use a variety of different starting points, with no 
help given as to vriiat formal devices might be suitable. The terminology is redolent 
of modem dance however. In fact the sparse listing hides the fact that compositional 
elements can be found under other headings (perhaps not surprisingly, as thinking 
about compositional practice was under-developed due to Laban’s attitude of 
exclusion in its respect); unison is found under relationships, for example.^
The use of this terminology reflects the difficulty of identifying a range of 
compositional devices that might be suitable for use at a historical point when modem
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dance was still less familiar in the UK. McKittrick (1972) lists only three principles 
of composition (repetition, sequence, climax). Classical ballet alternatives (the only 
other familiar model) would not have been seen as suitable for use within mainstream 
schools. Indeed in view of the fact that this was a syllabus entitled Modem 
Educational Dance, lack of compositional guidance might be said to be tme to the 
older philosophy of the subject. It became imperative once dance products were to be 
assessed that an appropriate means was found. Laban provided no model for this. An 
artistic context began to be inscribed into the conceptualisation of the subject; this 
was capable of being articulated to clarify the basis on which pupils’ work was being 
assessed since examinations had to be publicly accountable.
Interestingly, given the hegemony of Laban’s principles in the field of dance 
education, an early criticism points to a problem for which Laban had considered his 
own approach an answer. Although Mayer is referring to the experience in the USA 
the example is pertinent to the situation that developed in the UK. He states;
another point which I find detrimental to the future of dance education is this 
concentration.. .on one theory of movement.. .Laban’s belief... [ the] benefit of 
this teaching seems to lose ground...in its supposed omnipotence. It cannot 
serve as the only theory and practice for such a vast subject as movement.
(Mayer 1966, p524)
Terminology slips between dance and movement, with the additional difficulty that 
sometimes these terms appear interchangeable and sometimes not. There was 
confusion; modem educational dance as a dance form/style in and of itself, or as the 
process by which the art of movement was studied. Even the use of the term art here 
was problematic since modernism was not fully acknowledged. This binary 
opposition, dance as art or dance as movement, had other ramifications, for example 
dance teachers within mainstream schools were qualified in the Art of Movement as 
their subject area. The focus on the latter meant that links with physical education in 
the curriculum were strong from the earliest moments.^*
A new model began to be valued and the experience of writing CSE syllabuses 
showed that a sole use of Laban’s framework, as it was then conceptualised, was 
inadequate for this. The concealment of its own embedded modernism as a strategy to
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foreground particular educational objectives was successful in allowing its insertion 
into the curriculum but this also resulted in its eventual eclipse, as illustrated later, 
when modem dance forms became the focus of the subject content. The proliferation 
in CSE syllabuses meant that practitioner-led, grass roots pressure was significant. 
The interests of individual teachers and flexible modes of assessment meant that 
dance underwent rapid reconsideration. Although Laban’s modem educational dance 
was soon found wanting in respect of the favoured arts approach, the influence of his 
analytical framework and associated terminology remained strong for lack of any 
suitable altematives.^^
Only seven years after its inception, the Starcross School syllabus was rewritten in 
1978, by Butterworth and this author (as Richardson), three aims were identified.
To promote an understanding of dance as an art form.
To develop expertise in dance performance and composition.
To extend knowledge of dance through related areas of study and through 
visits to dance performances.
(Butterworth and Richardson 1978, n.p)
The three organising principles are more apparent here. The syllabus is entitled. 
Dance, its first aim above having necessitated the removal of modem educational 
dance as the main thrust. The layout of the subject content, still dependent upon 
Laban’s organising principles since no other was then feasible, begins to identify a 
stronger artistic context. Compositional work addresses the relationship of the dancer 
to the audience and dance technique is developed using a variety of dance styles. 
Theatre models of modem dance were becoming available. It was then possible to 
study jazz, the techniques of Martha Graham and Merce Cunningham for example. 
Indeed postmodem styles were available too but these were considered to be fiinge 
activities and not suitable for inclusion at that point. Appreciation is implied rather 
than stated, but is firmly present. It is involved in various parts of the syllabus, for 
example, through a study of dance categories (listed as lyrical, abstract, dramatic) and 
under dance composition, which also involves the appreciation of a range of different 
purposes for dance.^
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Statements referring to appreciation are less developed during these early stages of 
CSE. Roxeth Manor Syllabus aims to study modem dance ‘through the analysis and 
mastery of movement’ (Anonymous 1975, n.p). One assumes analysis to be 
synonymous with appreciation but this is not further clarified except that the subject 
content lists historical issues such as the development of westem dance; given the 
universalistic viewpoint, this presumably refers to European forms of modem dance. 
A specific and limited range of appreciation is implied.
Impulse, a newsletter/magazine published by the Inner London Dance Teacher’s 
Association (ILDTA), was founded in 1976. It listed as its aim, the promotion of the 
art of dance. The art o f movement is now being superseded as new terminology sets 
the agenda. It is noteworthy that the ILDTA is a grass roots organisation of teachers 
responsible for the development of dance within the curriculum up to this point and is 
indicative of points made earlier in respect of Foucauldian perspectives on the 
production of power. Art is now being promulgated as the underpinning philosophy 
but Laban’s educational concepts (constmcted in opposition to art) still infiltrate. 
Simple scmtiny reveals continuation of his principles at work within the articles, 
although their character is changing in order to speak to the American-influenced 
forms of modernism now produced within theatre dance practice in the UK.
Pfeiffer describes and analyses a dance she performed and created;
I used changes in time and flow, to stylise the movements into Dance. Other 
movements were further stylised by repetition and fragmentation; enlargement 
and added turns.
(Pfeiffer 1976, p.5)
Her terminology is situated within Laban’s principles but the illustrative photographs 
demonstrate a technical efficiency which had not been encouraged previously by child 
centred pedagogy; stretched toes are in evidence for example and an outwardly 
projected focus that acknowledges the presence of a spectator.^ "* In another article, 
Harrison (1976, p.7) describes a dance composition course held for teachers. 
Interestingly this was taught by a professional choreographer and demonstrates that 
the need to search for new skills was recognised by those in education.^  ^Nowhere, 
however, is there evidence of much engagement with British New Dance activities.
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Although there seems to have been a realisation that the existing Laban based 
frameworks offered insufficient compositional content, new sources were looked for 
within the mainstream theatre practice of the time.
Photographic evidence from early issues of Impulse demonstrates that the ILDTA also 
chose to highlight a performance-orientated, technically efficient type of work which 
was influenced by mainstream modem dance. A pupil from Dalston Mount School 
adorns the front cover of the January issue (1979) for example; reproduced below. 
She uses a theatrically projected, outward focus.
MATERIAL REDACTED AT REQUEST OF UNIVERSITY
Illustration 1: Front Cover of Impulse, January 1979. (Source: unnamed dancer from the Dalston 
Mount Calendar 1979; Dalston Mount School, Shekklewell Lane, London E.8. No photographer 
identified.)
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A Chairman’s Report states a concem that perhaps an overemphasis on performance 
has become detrimental. The beneficial quality of the participatory experience (a 
legacy from Laban’s child-centred aims) is thus still seen to be valued;
in the last few years, as Dance has been seen more and more in schools as a 
performing art, the pressure to present finished dances, of whatever quality, 
has become particularly evident.. .the ILDTA has been at fault in inadvertently 
encouraging this way of thinking. Dance education, of course, is about making 
up dances and performing them, but what is most important is the way in 
which those dances are made up and the quality of the dance teaching within 
the school.
(Jobbins 1981, p.9)
If no longer incorporated for psychological benefit, experiential aspects are still 
valued as part of the art model. They have thus been recuperated fi'om earlier 
conceptualisations, although assessable end products are now the desired result ‘arts 
education.. .must offer opportunities for practical explorative work’ (Amaud Reid 
1986, p. 13 8). If performance and composition continue to be accepted as important, 
appreciation remains undeveloped. An influential report into the state of dance within 
the UK notes;
education in ‘doing’ dance should be balanced by education in ‘seeing and 
appreciating’ dance...the child as spectator is generally more neglected.. .than 
the child as performer and creator.
(Calouste Gulbenkian Foundation 1980, p.51)
If it is interesting to note how quickly the three strands became acknowledged as the 
organising principles for dance in education, by contrast it is also a curious fact that 
Laban’s influence continues to survive given his attitude to the study of dance as art.^  ^
Darker describes her experience as a moderator for CSE Mode 3 dance, complaining 
that when it comes to examinations even imaginative dance teachers ‘kneel in 
reverence to the great god Laban and stifle their candidates’ expressive abilities into 
dry little effort studies on pressing and wringing’ (Darker 1983, p.23). Yet many 
commentators note the potential of dance techniques that challenge Laban’s notion of 
untrammelled expression. Leese and Packer for example state that ‘various styles of 
technique should be experienced...to limit children to one...may limit a style 
creatively, as the body learns only one way of dancing’ (1980, p5). They were not, of 
course, referring to pedestrian styles such as those included in British New Dance.
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In 1977 the first CEE (Certificate of Extended Education) cohort in dance was 
examined. As with the CSE it was offered under a range of titles, including Modem 
Educational Dance, but unlike the CSE numbers taking this examination were 
relatively small and it was typically a one year course.^* The CEE provided 
progression for students who were continuing formal education (the school leaving 
age had been raised in 1973) but who were not thought suitable for the academic route 
through GCE O Level to A level. A report by the Standing Conference in University 
Education suggests that the CEE was taken by students wanting to improve their 
existing O Level or CSE qualifications or to broaden study in ‘non-specialised 
subjects...as a way of getting recognition for courses previously followed in schools 
but not examined’ (Anonymous 1978, p46). The CEE was again a Mode 3 
examination which gave teachers the flexibility to decide both subject content and 
delivery. It is unsurprising therefore that it was strongly connected to the CSE on 
which it built. The subject of dance employed a strategy of colonising those areas 
considered unacademic, and thus lower status, as a way of extending its influence.
The Intake High School CEE syllabus clarifies that their candidates will have already 
followed a CSE course and lists ‘further refinement’ (Anonymous 1977b, n.p) as the 
main objective under the subject content. How progression is undertaken is not 
clarified but the concepts continue to entail the trilogy of organising principles.
The CEE, like the CSE, encouraged practical experience, focusing on performance 
and choreography. However the development of modem dance in the UK meant that 
the Finchley Manorhill School syllabus could now aim to ‘enable pupils to widen 
their knowledge of the many Modem Dance forms of the theatre’ (Anonymous 1977a, 
n.p) and stipulated the study of Martha Graham and other American Modem Dance 
forms, ballet, modem jazz and historical dance. The syllabus was less clear in respect 
of specific choreography and seems rooted still in Laban’s fi-amework; ‘exploring the 
use of space, rhythm and quality of movement’ (Anonymous 1977a, n.p). Style 
however is now a valued concept assessed mainly through performance, in three of 
the four tasks set in fact.
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Although the experience of dancing remains uppermost, there was also a written 
assessment; a question asks for example, ‘describe the historical setting surrounding a 
Pavane and a Galliard. Give a description of the costume to be worn and the form of 
the dance’ (Anonymous 1977a, n.p). Clearly appreciation is an expanding concept 
which now acknowledges the wider historical context. This same syllabus also notes 
the study of anatomy and simple notation as part of its subject content, showing how 
new theoretical areas might be included as teachers searched for extension activities 
to build on CSE experiences.
Appreciation is less explicit in the Intake High School syllabus but is still implicit in 
tasks which expect candidates to ‘participate in an interview of some substance 
concerned with the finished dance [their choreography produced for examination]’ 
(Anonymous 1977b, n.p). Here they would be involved in an explanation of their 
movement choices, although this would necessarily be limited since no study of either 
stylistic or historical conventions are outlined in the syllabus. This appears to be an 
aspect of appreciation undeveloped in general at that time.
The introduction of the O Level in Dance in 1983 (for first examination in 1985) 
focussed rigorous attention on the three organising principles.^^ A new clarity in the 
conceptual framework was apparent. Deliberately focussing on the artistic contexts of 
dance, two forms were identified (classical ballet and contemporary dance), of which 
candidates selected one for study as the basis for the subject content. Introducing the 
new examination, the chief examiner stated that ‘fundamental to the study of dance 
are performance, choreography and appreciation and that to have meaning these 
should be identified in their historical and cultural context’ (White 1981, p.8. 
Emphasis added). In respect of the latter, a large amount of content was identified.^ ** 
She further clarified that ‘the ability to write critically about dance’ was important 
(White 1981, p.8. Original emphasis). Interestingly the subject content was 
subdivided into three distinct areas, dance technique and vocabulary, composition, 
and notation. Although composition and choreography are being used as 
interchangeable terms, the others (now making reference to identified genres) do not 
simply equate synonymously with the trilogy as it had developed to this point.
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From the range of assessment questions and tasks, a wider sense of appreciation than 
had occurred previously is indicated. It is clear that appreciation is expanding as a 
concept; no longer limited to understanding the historical context, it is now also 
applied to the wider artistic conventions relating to choreographic choices and 
performance skills. Indeed these criteria have always been involved since 
choreographic choices were made by CSE pupils but this had gone unacknowledged 
or not valued. The O Level now formalised these aspects. For example, a question 
asked; ‘what are the functions of dynamics in dance composition? Illustrate your 
answer by making reference to your own composition presented for Paper 1’ 
(Anonymous 1987b, p.2). An answer to this would have to refer to artistic reasons 
relating to the choices made.
Although already used in both CSE and CEE, the idea of assessing set studies was 
developed further for the O Level. These not only demonstrate performance skills but 
also introduce a national standard and help to clarify descriptions in the subject 
content in respect of the bodily techniques to be mastered. These studies were also
the first public indicators of a new way of thinking about dance performance 
in education [since they] were good models of practise (sic) in their stylistic 
coherence, application of compositional principles and the range of technical 
and artistic skills they encompassed.
(Stevens 1991, p7)
The studies became examples of styles that infuse course content as teachers have to 
spend considerable time teaching and rehearsing them. Thus they can be either 
limiting or liberating depending on the stylistic background of the teacher and 
candidates. Either way they are embedded into the course and influence not only the 
performance aspects but they may also affect choreographic choices. This is not 
unusual in dance; in ballet, teaching methodology also proceeds in this manner by 
modelling. Where it differs is in its national coverage.
The expressive aspects of performance are indicated in a minimal manner within the 
subject content, unusual given its expressionistic modem dance antecedents. Although 
the syllabus called for ‘appreciation of the essential nature and purpose of dance 
technique...[and] a study of the...expressive nature of dance skills’ (Anonymous
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1983b, p2) the subject content took a mechanistic approach. It identified aspects under 
the body, dynamics, and spatial aspects for study. Content covered under dance 
technique and vocabulary provide a further set of basic principles: posture, flow of 
energy, balance, coordination, control, alignment and mobility. These again appear to 
be situated in Laban’s analysis of the essential ingredients of movement. However 
new terms enter: alignment, which might come from a balletic context; and mobility, 
which seems connected to anatomical concepts. The fact that this listing is more 
comprehensive suggests that the subject base was expanding in scope and perhaps the 
need to construct a higher level, academic syllabus pressed the identification of new 
elements.^*
A Laban underpinning, in the use of terminology and structuring concepts, is again 
influential although unacknowledged, as are the sources of all the concepts drawn 
upon. This might indicate that the universalising ethos of modem educational dance is 
still in operation since generic descriptions are expected to suffice in spite of there 
being two genres for study. Just as with the earlier CSE syllabuses, one can find help 
elsewhere for the characterisation of expressive skills. Where the content for Paper 1 
is elaborated it states that ‘candidates show a good rhythmic sense and response to 
accompaniment, together with sincerity and a sense of projection’ (Anonymous 
1983b, p3). A particular notion of performance is clear and it excludes the task-like, 
pedestrian approaches of British New Dance.
A new feature of the O Level was the inclusion of significant amounts of safe practice 
(applied anatomy and physiology) and notation. Presumably the need to include 
academic content was important; a ‘knowledge of dance through the theory of 
practice, elementary notation and appreciation’ was required (White 1981, p.9). 
Appreciation and notation were seen as distinct and discrete areas and the syllabus 
stated that notation was specifically used to develop an awareness of dance language. 
This was only a partial answer to previous issues in respect of the constmction of 
suitable terminology since the conceptual fi-amework for analysis was dependent on 
either Laban or Benesh forms. Each of these has its own particular range of terms but 
the syllabus does not consider the impact of this. Laban’s influence is also seen in the 
requirement to study different stimuli within the subject content for composition.
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showing continuity from CSE and CEE. Appreciation was also stated as an applied 
function of the practical experience and a more extensive list of choreographic 
devices was provided: motif development; variation and principles of repetition; 
contrast; climax; balance; proportion; logical sequence; and unity. The list 
encompasses terms from classical and modem dance in its attempt to be all inclusive 
and to establish some overarching principles to underpin the study.
GCE A Level was first examined in 1986.^^
A logical extension of the GCE ‘O’ Level and its proposed replacement, the 
GCSE, and a preparation for degree studies and future employment. It was 
important therefore that the constmction of any syllabus should consider the 
two sides between which it might form a link.
(White 1985a, p.52)
This was possible now that many of these destinations held a common view of dance 
as art rather than as the pursuance of psychological ends for example. It is not the 
intention here to rehearse this debate in full, which had been ongoing for some 
considerable time, but merely to acknowledge that the gradual acceptance of the 
study of dance as an art form is the outcome to date. A significant contribution was 
made by Adshead (1981) and (1988) who constmcted a conceptual framework for 
analysis that no longer relied solely on Laban’s principles.^^ By drawing attention to 
the significance of genre or style in determining movement choices, the field of 
analysis was opened up and provided a new model for appreciation based upon 
artistic criteria. This reinforced the inclusion of dance as art within the curriculum. 
Others had also been pressing the case for this.^ "*
The new framework presented the possibility not only of reinforcing the three 
organising principles but also of refreshing them since it provided a reconsideration 
of their philosophical underpinning. Interestingly the significance of Adshead’s work 
was quickly disseminated in the discourse. It was reviewed for Impulse. Lengthy 
quotation is useful;
there has...been little coherent guidance as to how a programme of dance 
study may be approached, whether at degree level or for a non-examination 
course in secondary school. A teacher...has often had to rely on rather 
nebulous curriculum theory remembered from college, Laban’s sixteen
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themes, and her own expertise and common sense...[the] framework...should 
revolve around...[the] areas of choreography, performance and appreciation, 
together with sub-concepts such as dance genres, styles, forms, choreographic 
devices and structure...this framework is then adapted to the particular nature 
of the dance area under study- its geographic and historical context, its 
artistic, ritualistic and social contexts.
(Hockey 1982, p.37)
A new conceptual basis for the study of set works from the professional repertoire 
was provided by this framework which further strengthened art-based approaches to 
the study of dance. All three of the organising principles are expanded, but perhaps 
appreciation most of all. Even more than for O Level study, the A Level focuses 
attention on the location of dances within their artistic milieu and the 
historical/social/cultural contexts from which they derive. It was now felt that the 
character of this relationship could be analysed. A rationale was given for how certain 
aspects of dance study might be valued differently and a sense of how the trilogy 
might inter-relate; knowledge of history informs appreciation, understanding of 
anatomy aids performance skills, analysis of the components within a professional 
dance assists the practice of choreography for example. One of the Chief Examiners 
acknowledged that the A Level was based ‘on the area of study as outlined by 
Adshead (1981)’ (Williams 1986, p222). It is not the intention here to further explore 
the background conditions that allowed this new insertion of knowledge although the 
need for greater academic clarity in respect of the arts based approach has been 
acknowledged; rather it is the impact on the subject content which is now significant 
to the discussion.
As might be expected the A Level builds upon the O Level. Compare for example, 
the aims of the latter;
to promote an understanding of dance as an art form, to develop expertise in 
dance performance and choreography, to extend knowledge of dance through 
a study of its history in a cultural context.
(Anonymous 1983b, n.p) 
Phrased more succinctly, though in many respects similar, are the A Level aims;
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to produce knowledgeable and articulate participants and audiences through 
study of the central concepts of dance:- choreography, performance and 
appreciation.
(Anonymous 1987a, p213)
Both syllabuses were designed, originally, for the study of either classical ballet or 
contemporary dance styles and each used the same statement in the opening 
paragraph, ‘throughout the syllabus...‘dance’ means the art form of dance’ 
(Anonymous 1987a, n.p), an underpinning notion now continuously in evidence. 
Further integration within the subject content was valued; the study of technique as 
‘informing performance, composition and appreciation and not on mechanics per se’ 
(White 1985a, p.52). Appreciation was expanded by the use of recently developed 
technology; ‘the major new influence in examinations in Dance has been in the use of 
video tape’ (Williams 1986, p224) which, by allowing repeated viewings, made 
detailed analysis more possible.
Adshead’s framework provided a new language for the A Level syllabus. For 
example, its subject content is placed under headings such as movement components, 
dancers, and physical setting but Laban’s analysis remains in evidence. The listing is 
subdivided into action content (using similar terminology to the O Level), dynamic 
and spatial content. When further revision took place in 1992 the terminology was 
altered somewhat to use the expanded framework developed by Adshead (1988); for 
example, the term accompaniment was exchanged for aural setting and interpretation 
(a skill) was exchanged for significance (what the skill is employed to discern). The 
variety of relationships between dance and music were also spelled out as never 
before.^  ^Another innovation was the splitting of the examination into two options in 
which it was possible under Option B to study performance chiefly through 
theoretical engagement and with only limited active experience; 26% of the total 
marks was allocated to the practical paper which included choreography tasks and no 
performance element. This would have been an anathema to Laban-based, child 
centred, experiential notions of psychological benefit and reflects a construction of the 
subject for its academic value. The new framework opened up the trilogy to a range of 
approaches and unpicked the assumption that practical assessment was, of necessity, 
the best or the only way to demonstrate knowledge of choreography and performance.
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Set dances for the more practically orientated Option A (40% of the total marks for 
assessment of performance and choreography) built on the O Level model and 
challenged candidates’ performance skills by using professional artists such as Bolaji 
Badejo, Christopher Bannerman, Micha Bergese, George Dzikunu, Pushkala Gopal, 
Graham Lustig, Robert North, Bisakha Sarker and Janet Smith (White 1997/98).^  ^
This list reveals openness to a range of genres although the contemporary 
choreographers are, in the main, not associated with postmodern forms. The scope 
had been extended in 1992 when Indian Dance (the terms soon altered to South Asian 
Dance) and African Dance were added to ballet and contemporary as options for 
study. This incorporation of cross cultural practice did not seem to occasion any 
concern that the subject content, terminology or assessment criteria might be 
challenged by the different artistic codes and their associated aesthetic values; the 
structure and underpinning was felt to be universal and therefore deemed 
unproblematic. The fact that the impact of style/genre is not fully considered is 
perhaps another legacy from Laban’s frameworks and indicates the challenges that are 
presented when appreciation has had a limited application historically.
Repertoire study made a significant contribution to the A Level, providing a focus 
around which to integrate the teaching of all aspects and thus expanding the scope of 
the art based concept. Set works
function in the same ways as ‘Set Books’ in English Literature, ie. they are 
masterworks, created by master choreographers, and serve as fine examples on 
which to build contemporary understanding.
(White 1997/98, p31)
Resources for this aspect of the study became available slowly, however, as Appendix 
A illustrates. For example, although Williams, cited above, noted that video was 
fundamental to the satisfactory operation of the new framework, availability of 
suitable works was limited. The NRCD only began its publishing role in 1983 with a 
single video and resource pack on Cohan’s Hunter o f Angels and material for Siobhan 
Davies’s Rushes (1982), which did not appear until 1987.^  ^The study of set repertoire 
was new and focussed on mainstream modernism, although Rushes was made for 
Second Stride, the dance was taken into the repertory of Ballet Rambert in 1987.^ * 
Examiners felt that ‘in the practice of choreography, considerable improvement was
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shown in the group piece which appeared to be partly due to more thorough study and 
appreciation of the set works’ (Anonymous 1987c, p i37); integration of learning is 
being constructed as furthering achievement.
In 2001/2 all A Levels became modular and new specifications were introduced. In 
dance there was continuity from the old syllabuses and conceptualisation of the 
organising principles did not change. The balance shifted, however, between practical 
and theoretical elements to create an equal division. There was no longer an option to 
avoid performance, although it has to be noted that take up of Option B had been 
discontinued in 1998 due to an apparent lack of interest from candidates. All aspects 
of subject content were retained and split between the AS (Advanced Subsidiary) and 
the second year of study, the A2. A new assessment component, a coursework essay, 
required candidates to use appreciation skills to analyse their solo choreography and 
record structural developments and what were termed as salient motifs in notation. 
This was felt to be reinforcing good practice since it involved the integration of 
applied skills. The development work for this examination was chiefly focussed on 
how to retain the old elements while meeting QCA criteria.
In 1987 the CSE, O Level and CEE were examined for the last time. GCSE was first 
examined in 1988 as part of a series of wide ranging changes to the education 
system."^ ® The Education Reform Act and the National Curriculum, which this 
introduced, established a new statutory fi*amework for learning and placed dance, 
controversially as far as many dance teachers were concerned, as part of the PE 
entitlement. The aim of the new examination was to provide a ‘common system of 
examining [which] should present all candidates with equal opportunity to succeed’ 
(White 1986). In all GCSE syllabuses that were offered the subject content was now 
justified explicitly as part of artistic education. This brought them into line with the 
focus of the A Level and produced a hegemonic system. Appreciation is more 
strongly identified as a feature. Thus for example, the course
involves the study of theatre dance as it exists in repertoire today. Such study 
must give recognition to the fact that dances have a heritage and that whilst it 
is possible for candidates to present themselves in the practical examination in 
either ballet or contemporary dance, in theoretical aspects it is important that
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they should acquire an understanding of...how these genres...have influenced
each other.
(White 1986, pi)
It is clear that a broad education in the art form of dance is encouraged and that 
contemporary practice is valued. An explicit statement attests to the fact that the 
trilogy, choreography, performance and appreciation, are to be assessed via the most 
appropriate means. These are identified as practical tasks in the main and thus the 
GCSE saw a return to an experiential model; ‘the practical act of choreographing... of 
performing a set study, the communication in writing of knowledge and 
understanding of choreography exemplified in current dance repertoire in Britain’ is 
required (White 1986, p2). There was however some flexibility in the choice of 
coursework packages which were worth 20%. A focus on a choreographic topic 
would boost the emphasis on this strand to 55% overall, for a performance-based one 
it would be only 45%, and for appreciation it reaches 50%. These figures reveal the 
imbalance in the respective areas within the subject core and what aspects are now 
being valued as a result of the need for academic status.
An interesting fact is that the National Curriculum at Key Stage 4 includes dance 
within the PE spectrum so performance orientated criteria should be uppermost. When 
GCSE syllabuses were revised for 1996 assessment the dance submission was 
rejected because it did not meet these. The development team wanted to avoid an 
overemphasis on performance and to prevent PE terminology infiltrating the subject 
(Smith 1996) so dance was offered under General Criteria instead and was newly 
titled. Performing Arts: Dance. The focus changed slightly. If a performance 
coursework project was undertaken, this achieved 50% of the total, choreography 
likewise could be 50% and appreciation 40% (assuming that only written 
appreciation is understood by this). The examination balances experiential aspects but 
appreciation diminishes. This is a legacy perhaps of the undeveloped thinking over 
time in this area and perhaps also of having had to focus attention on trying to 
rationalise the syllabus with PE criteria.
White (1986) points out that the sections in the syllabus on choreography and 
performance build on the ‘successful practice in existing C.S.E. and G.C.E. ‘O’
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Level’ (White 1986, p. 12) and are familiar to teachers. These two organising 
principles thus remain fairly static in their conception. Set studies for example 
continue to be compulsory but small changes infiltrate over time. The A Level had 
encouraged a more serious study of dance styles from other cultures, so by 2001-02 
the GCSE set study was inflected with explicit South East Asian characteristics."^* 
This was also a feature within the contemporary context of Britain more widely with 
the work of artists such as Shobana Jeyasingh creating interest in this genre.
It is in appreciation as a concept that explanation is felt to be necessary by White 
(1986). This aspect has clearly undergone considerable change since CSE and is now 
linked to artistic criteria and the academic aspirations of the A Level. The subject 
content for appreciation thus takes up no less than two pages and covers Western 
Theatre choreography from the Romantic Ballet era to the present day. It clearly 
owes affinity to the O Level Dance syllabus and demonstrates that characterisations of 
mainstream modem dance, developed by critics and academics, is now more widely 
accessible. An innovation at this level, but clearly linked to the A Level model, is the 
introduction of set repertoire as the focus of the course."*^
White (1986) points out that although the content ‘may seem excessive....this is not 
the case’ (p. 12). She draws attention to the need to select from the list and to integrate 
the teaching of this into the practical areas. It is clear that the preferred methodology 
is not to compartmentalise delivery of the three organising principles. White (1986) 
also explains that although notation is included it is possible for candidates to avoid 
answering these questions in the final assessment. It was recognised at this stage that 
it was not realistic to expect teachers to be conversant with notation and thus 
pragmatic reasons were allowed to influence the outcomes.
The layout of the subject content demonstrates that Laban’s framework is still in 
evidence, although it is changing. The first NEA syllabus identified dance vocabulary 
under the following headings: basic principles, body awareness, dynamics, spatiality 
and relationships. The terminology and the categories strongly relate to the Laban 
orientated model (described in Appendix B). In both, for example, body awareness 
includes symmetry and asymmetry. The basic principles are also clearly influenced by
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the O and A Levels since they include anatomical concepts such as posture and 
placement which do not feature in the Appendix B model.
The LEAG syllabus uses different subheadings but still utilises similar terminology. 
The trilogy here is drawn tightly, with its content divided between each of three areas. 
It is the expressive aspects of performance which are not clarified within the subject 
content. Help is found elsewhere in the grade descriptors. A performance that merits 
an A grade will feature ‘competent projection of the style...clear musicality [and] a 
‘danced’ performance’ (Anonymous 1990b, p. 10). Clearly terminology is still 
changing since the latter criteria is not fidly characterised but is dealt with in short 
hand. The NEA syllabus tries to encapsulate its requirements for this, again not in the 
subject content, but in the criteria for assessment. Attention is drawn to aspects such 
as ‘artistic sensitivity... interpretation of the ‘character’, ‘idea’ or ‘theme’... [and] 
projection/communication to an audience’ (Anonymous 1988, p.20).
In 1995 work began to revise the GCSE syllabus to meet the new criteria for physical 
education required by the National Curriculum. Judy Smith (Chief Examiner) sent out 
a draft for consultation. The trilogy, by focussing 50% of the total marks on 
performance, had become unbalanced. Smith (1996) reports that ‘by far the largest 
protest concerned the very large proportion of marks allocated to performance and 
thus its emphasis at the expense of composition and appreciation’ (Smith 1996, p.9). 
This shows clearly how the subject content of dance was felt to be under attack firom 
other disciplines. Eventually the syllabus was redrafted and presented under General 
Criteria. This was ‘received enthusiastically’ (Smith 1996, p.9) and again indicates 
how a Foucaldian analysis of power is a useful perspective; it reveals how resistance 
operates in the system and how construction of the subject is implicated within 
different power relationships and not merely imposed fi-om a position of authority. A 
set repertoire for study was included (up to this point only LEAG had offered this). At 
grass roots level there was strong commitment to the three organising principles and 
the value of pursuing serious, in-depth exploration of at least one work. As Smith 
points out pragmatism also intervened:
to some extent this was the result of...financial constraints. Copyright for one
showing of one two and half minute section of a dance on video, in
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examination conditions, was costing the Board up to £6,000 per year. There 
are of course... very strong educational grounds for the inclusion of the study 
of a set work; to be able to make interpretations of the content and context of 
dance works is an important part of dance...the inclusion of such study, up to 
this point, had been constrained by the lack of any substantial number of 
readily available dance works on video...the position with regard to [this] is 
improving daily’
(Smith 1996, p.9)
A full list of the set repertoire studied at GCSE can be found Appendix C. It can be 
seen that those selected, in the main, are by significant choreographers working within 
the British scene. The contemporary work, in particular, is somewhat conservative in 
choice and only Lea Anderson’s Cross Channel (1992) (chosen for examination in 
2004) provides a post modem work."*^  Pragmatism is still occasionally brought into 
play in subject content choices and indeed availability of videos/DVDs remains a 
problem, which throws into relief White’s earlier declaration in respect of the function 
of masterworks. The inclusion of set repertoire significantly alters the range and types 
of style studied under the appreciation strand. As with other choices this can be both 
liberating and limiting. Of course other dances will be viewed during a course but 
there is no guarantee that any depth will be sustained. However, appreciation as a 
principle is conceptualised as previously.
A new specification in 2003 (the term syllabus, in every subject, having been 
superseded) aimed to provide continuity from the previous GCSE syllabus, reduce the 
burden of assessment tasks and provide a clear progression to the A Level 
specification which had already come on stream. The trilogy of organising principles 
therefore remained fairly static although small changes infiltrated. There was an 
attempt to adapt the descriptors, for example, so that candidates presenting newer 
dance styles would more clearly meet the assessment criteria. Candidates were 
encouraged to ‘experience a range of choreographic styles’ (Anonymous 2003f, p. 13) 
and to perform in ‘an appropriate sense of style’ (Anonymous 2003f, p.31). Here it is 
the specifics of the style itself which now drives the assessment rather than a universal 
description being applied. Setting itself the challenge of providing assessment criteria 
for a wide range of ever changing styles, might be thought of as problematic but the 
specification makes the assumption that it is possible, perhaps still relying 
inadvertently on Laban’s notions of ‘universal forms’ (Laban 1963, p. 10) in spite of
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the attempt at specificity. The statement that candidates should ‘experience a range of 
choreographic styles while being allowed to develop those particularly relevant to 
their own stylistic and social background’ (Anonymous 2003c, p. 13) indicates new 
agendas to which the subject content might need to adapt in order to provide choice 
and flexibility in a contemporary multicultural society.
There is however a change in the balance between the organising principles in respect 
of the new specification. There is now 40% for performance, 30% for choreography 
and 30% for appreciation. The scales tip towards performance partly because of the 
need to meet PE criteria for Key Stage 4, under National Curriculum guidelines. 
These criteria again encourage physical experience and demonstrate how continuity is 
encouraged through different routes of power. The scheme was eventually accepted 
under Expressive Arts since the previous strategy of using General Criteria was no 
longer available, but a statement had to be included to the effect that study would 
encompass performance in two different styles (Expressive Arts requires the 
integration of two different media). It was not felt to be difficult to achieve this aspect 
since ‘at its simplest, all candidates have to perform the Set Study and a duo/group 
dance that is unlikely to rephcate the style of the set study’ (Anonymous 2003c, p.ll). 
Here style becomes a nebulous concept because of the need to answer to the new 
fi*amework without placing too great a constraint on what is studied."*^  Thus the 40% 
referred to above reflects two equally weighted components.
Another change involved the use of terminology in the new specification. In 
consideration that it was offered under Expressive Arts criteria and no longer had to 
use language related to PE frameworks, choreography reappears as the term of choice 
instead of composition. Clearly it was felt that the latter term was identified with PE 
concepts, although as has been illustrated this was not always the case and is an 
example of how words can be co-opted by different ideologies. The inclusion of safe 
practice under performance content is new at GCSE. This does not alter the 
conceptuahsation; it is incorporated from the A Level because progression is required.
New topics, instigated by government interest, are also included in the specification 
(indeed they are compulsory for all subjects). These involve key skills and a host of
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issues relating to spiritual, moral, ethical, social, cultural, citizenship, environmental 
and European dimensions."*  ^ These areas do not have any significant impact on the 
subject content since this only points to where it meets these requirements in general. 
For example: ‘the whole of the Performing Arts: Dance specification makes demands 
on the pupils’ ability to inter-relate.. .and in the process of doing this it is inevitable 
that they need to explore issues relating to current social values’ (Anonymous 2003f, 
p.24). Indeed these life skills have been valued as a rationale for the inclusion of 
dance in the curriculum since the development of child-centred pedagogy referred to 
earlier; in this respect they do not disturb the subject.
The Inspection regime in the UK also focuses its attention on the trilogy and further 
reinforces the teaching of it. Advice is given that inspectors give consideration as to 
whether pupils ‘demonstrate a secure understanding of key dance terms such as 
‘solo’, ‘motif, ‘body tension’, ‘dynamic range’ (Anonymous 2002j, p ll); and for 
choreographic concepts, they should be able to recognise for example, ‘repetition, 
reversal, transition, fi-agmentation’ (Anonymous 2002j, p ll). They should also show
knowledge and understanding of different dance styles...demonstrate good 
performance skills....know about form and structure and apply their 
knowledge to the choreography they undertake; choose movements which 
interpret the given stimulus effectively; know and understand cultural and 
historical aspects of dance and its relationship with other art forms; know and 
use dance web sites to improve their knowledge.
(Anonymous 2002j, p .ll)
In this chapter a summary of transformations in the three organising principles for 
dance in education has been drawn together. An argument is made that the trilogy has 
been in evidence from the inception of the public examinations under discussion. The 
conceptual fi*amework and language used to construct the conceptualisation is 
demonstrated to have moved from Laban-based underpinnings to the current dance as 
art approach but that Laban-based concepts have been recuperated (for example, 
holistic pedagogy, the valuing of experiential processes, the problematic status of 
appreciation). These still infiltrate attitudes to the subject but are perhaps no longer 
identified with Laban as such, having become normalised as, necessarily and 
essentially, part of the subject of dance in education. At the same time movement and
78
Chapter 2. Emergence in the Twentieth Century of a Conceptual Framework for
Dance in Education in England and Wales.
dance, terms that were used as interchangeable at one point, were eventually 
constructed as different and exchanged for each other.
The subject of dance has valued an experiential approach throughout the period under 
consideration but this has shifted between focusing on performance, under restricted 
or more open descriptions, to placing greater emphasis on choreography. Occasionally 
they have been held in a balanced relationship of equal status. These two strands have 
undergone considerable revision over time due to changes in modem dance within 
British theatre practice, although they might also be seen, perhaps, as having ignored 
postmodern practice in the main. Although a model was provided that allowed 
modem educational dance and most of its precepts to be superseded, strong traces of 
Laban conceptualisation can be discemed throughout the CSE and CEE. In the O 
Level, however, this remains only within the movement analysis aspects, where it 
provides both the conceptual framework and the language which predetermines a 
particular way of looking.
The study of dance was initially valued for outcomes located in its experiential 
quahties to which various different purposes were appended over time. To this was 
added new attention to knowledge and understanding by developments within higher 
education, which introduced a new conceptual framework able to answer more fully 
to the dance as art approach. Although at different times appreciation has been at an 
implicit level in practical tasks, its explicit appearance in the trilogy encouraged the 
incorporation of repertoire examples as subject content.
The A Level was a significant moment when the current conceptualisation coalesced 
into its current form and the three strands were placed into a particular 
interrelationship, reaffirming integration as the favoured teaching methodology. 
Whether this is pragmatic, in that it is seen as important for improving achievement, 
or whether there is a sense in which the old notions of organic sftuctures courted by 
modem dance or Laban’s holistic attitudes hide within the pedagogy is not clear. The 
new specifications did not alter this picture in any significant way although 
experiential values, particularly in respect of performance, were partially re­
emphasised by physical education frameworks operating in respect of the National
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Curriculum placement of dance. The many variations in syllabus design slowly 
reduced over time to the single models of GCSE and A Level that exist at the present 
moment. These are demonstrated to be temporary emergences or constructions of the 
subject of dance and not predetermined outcomes which have now reached their 
natural conclusions. In the following chapter the GCSE is examined in order to 
elucidate the issues further and to examine how the organising principles are 
characterised and operate within it, while in Chapter 4 similar consideration is given 
to the A level.
The NDTA was originally constituted in 1975 as the Inner London Dance 
Teachers Association, in order to promote the art of dance, during a period of 
rapid expansion in dance provision in schools. A practitioner-led organisation, 
it also acted as a lobby group. It became the National Dance Teachers 
Association in 1988. See Appendix A for a summary of activities.
Composition is the word of choice in all documents pertaining to the National 
Curriculum. It is also used by Laban (1963) in one of his seminal books on 
modem educational dance and thus has a long pedigree, although it has been 
more usual to use choreography as the key term.
Foucault clarifies three domains of genealogy. ‘First, a historical ontology 
of ourselves in relation to tmth through which we constitute ourselves as 
subjects of knowledge; second, a historical ontology of ourselves in relation to 
a field of power through which we constitute ourselves as subjects acting on 
others; third, a historical ontology in relation to ethics through which we 
constitute ourselves as moral agents’ (1983, p.351). I have thus used the 
second axis, but in a more restricted way than Foucault presents in Discipline 
and Punish (1991), for example.
A persuasive notion of history as narrative and therefore fictive relies on the 
seminal work of Hayden White (1973; 1978). Others such as Elton (1991) and 
Marwick (2001) disagree with his postmodernist stance and wish to reclaim 
aspects of certainty through reliance on strict methodological processes to 
produce types of closure. Carr accepts interpretation is key but retains a notion 
that some versions are better than others since if history was merely ‘the 
subjective product of the mind of the historian’ this would collapse it into 
literature and it would disappear (Carr 2001, p.23).
This term also relies on the work of Hayden White. See footnote above. 
Jenkins concurs and refers to the process of interpretation as one of forming 
‘an iconic impression/reading’ (Jenkins 1995, p.21) to create a picture of the 
past which is thus always open to re-description. Carr (2001) also accepts 
interpretation is key but retains a problematic notion that they are not just 
subjective accounts which White would contend as being unsustainable.
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6 This is a summary of Hayden White’s position on the ethical use of history 
expressed in The Burden of History, from the Tropics o f Discourse^ published 
by Johns Hopkins University Press, 1978.
7 This document is a major survey of the state of dance in education in the UK, 
carried out by HM inspectorate. It summarises the historical background from 
around 1906 when folk dance forms became the typical lesson content in 
dance activity. Dance was usually taught as part of the physical education 
curriculum. There is much literature which documents the history in this 
respect but since it falls outside the scope of the area of investigation, it is not 
the intention to cite these further.
8 The generic name previously used. Central European Dance, referred more to 
Laban’s theatre-based practice in Germany. His major work in the UK was of 
a different kind and it may have been to signal this that the original name was 
abandoned around 1941 when Laban gave a lecture-demonstration of his work 
at a Ling Physical Education Association conference. He called it simply 
Modem Dance. Around 1942 he included the term, educational, since it 
identified the new emphasis of his work (Thomton 1971).
9 There is much literature in this respect. Laban’s educational work was 
developed by several people. Most significant is perhaps Lisa Ullmann, 
Laban’s partner, who opened the Art of Movement Studio in Manchester in 
1946. Many disciples took the work into schools. See for example, Russell 
(1958; 1969; 1975); Preston (1963); Redfem (1965); Carroll (1969).
10 GCE O Level (General Certificate in Education) in Ballet was offered in 1966
by the Associated Examining Board. It was aimed at vocational dance students 
and although not widespread, it established that a dance form could be 
examined and assessed. Clarke (1966) indicates that the board felt ballet was 
the only genre at that point with a set of recognised criteria. O Level was
usually taken by 16 year olds within the academically selective, grammar
school system prior to GCE A Level study. An O Level in Dance was not 
launched until 1981. It was developed by the ILDTA as a Mode 2 (written 
papers set and marked by the board). See Appendix A for a list of 
chronological developments in the examination system.
11 The first CSE in dance was written by Kate Harrison, teacher in charge of
dance at Starcross School, Islington, London, in 1971. CSEs, an alternative to
the O Level, were taken by students within the secondary modem school 
system and were viewed as unacademic. It was the O Level however that 
made it more ‘difficult for the subject to be only seen as a useful time-table 
filler for the so-called less able child’ (Jobbins,1981, p8) and which gave 
dance academic status.
12 In addition to the outline provided in Chapter 1, numerous sources chart the
development of modem dance in the UK. See for example Jordan (1992); 
Kane (1989); Mackrell (1992); White (1985b).
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13 Child centred pedagogy was encouraged by the Education Act of 1944. A frill 
exposition is not possible; of importance to the discussion is that it existed 
radier than why.
14 Laban’s principles are outlined by Laban (1948) and for example, Russell 
(1958; 1969; 1975); Preston (1963); Carroll (1969). Appendix B contains a 
chart for Russell’s categorisation of the framework. She lists four aspects: 
the Body, Effort, Space, Relationships. Russell’s framework is similar to those 
in Preston et al above.
15 Laban in fact uses the term, therapy, to refer to the benefits received from 
participating in modem educational dance. This makes it clear that 
psychological factors are important and not the artistic products created as a 
by-product. Currently the term is more usually applied to areas of work such 
as Dance Movement Therapy which generally have different aims to the 
school-based academic dance curriculum.
16 A Mode 3 syllabus is one where intemal coursework assessment is provided 
by the school but approved by the examination board, and written examination 
papers are set and marked by the school but moderated by the board. Any final 
performance is assessed by the board. This provides schools with great 
flexibility in terms of content and assessment delivery but gives a light touch 
oversight by the board to assist with the keeping of common standards.
17 Source: Joan White Archive, National Resource Centre for Dance, University 
of Surrey, Guildford.
18 Flow here is subsumed into effort, although in Laban’s terms the ‘effort 
elements derive from attitudes of the moving person towards the motion 
factors Weight, Space, Time, and Flow’ (1963, p8). The Starcross syllabus 
follows the categorisation of writers like Russell and Preston who were 
significant in disseminating the simplified Laban framework. There were not 
huge numbers of books published on this subject so the influence of a small 
number of people was significant. Teachers looked to published models and 
they had also been trained within a Laban system too.
19 The term awareness is also in evidence in McKittrick (1972). McKittrick, 
Senior Lecturer in the Art of Movement at Goldsmiths’ College (a significant 
teacher training centre) also acknowledges Russell’s influence.
20 Indeed this categorisation remains. A question in the GCSE written paper in 
2006 required candidates to understand unison as a relationship rather than as 
a choreographic device, for example.
21 See Redfem (1973) for a seminal critique of these issues.
22 See for example Leese and Packer (1980). The authors acknowledge that 
Laban’s ideas, as they have been interpreted by his main disciples, do not now
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suit current needs. They are not ready at this moment however to jettison 
them.
23 These categories draw on the modem dance inheritance, for example, 
Humphrey (1959); Horst (1968); Martin (1972); and Graham (1973).
24 Libby Pfeiffer is a student teacher studying dance at the Sidney Webb School 
of Education, Polytechnic of Central London. They offered the Art of 
Movement as one option on the three year Certificate in Education or four 
year Batchelor of Education course. The duet which she describes arose out of 
her third year studies. Analytical and compositional skills are clearly 
beginning to be important. The description offered might now be expected at 
GCSE Level. The theatrical use of projection had not been a feature of 
Laban’s educational work; creation of artistic products was not an aim, hence 
‘in schools we should not attempt to produce external success through 
effective performances’ (Laban 1963, p.51).
25 The course. Composition in Dance, was taught by Pietje Law and based 
around the repertoire of a piece she created for Ballet Rambert. This may be 
one of the earliest examples of professionals working with teachers. Later in 
1976 Robert Cohan and LCDT led the Yorkshire and Liverpool Dance 
Residencies. Based on his USA experience, this introduced new models for 
how professional dance might engage with education.
26 The arts-based model continues to be encouraged through this period. Writers 
are numerous. See for example Ross (1978); Calouste Gulbenkian Foundation 
(1982); Redfem (1983); Abbs (1987; 1989), and Brinson (1991).
27 The three strands seem unchallenged in the documentation except from 
quarters where the fact of assessment is more of concem. For example, 
McLaren, senior inspector of Physical Education for the ILEA states that 
many teachers report that dance as an examination subject places restrictions 
on their work McClaren (1979) but also acknowledges that many more feel 
that CSE would enhance their provision.
28 By 1985 for example, there were only 3 centres doing CEE within the area of 
the Associated Lancashire Schools Examination Board compared with 16 CSE 
centres. Source: ALSEB subject entry lists in the Joan White Archive, 
National Resource Centre for Dance, University of Surrey.
29 30% of the marks were allocated to the historical and cultural context, 40% for 
practical demonstration of performance and composition, and a further 30% 
fi"om a written paper on the theory and practice of dance. This included 
questions on dance technique and choreography and aspects of appreciation 
were also present.
30 The syllabus lists topics from 1870 to the present day with the aim of the 
acquisition of ‘knowledge of dance through a study of its history in a cultural 
context’ (Anonymous 1983b, pi). Teachers were encouraged by the Chief
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Examiner, not to try to approach this large area wholesale: it ‘was not 
designed to be taught as a whole but rather to be used to give a choice for 
which areas are to be covered’(Glaister in Byers 1985, p.71).
31 O Level was introduced as a Mode 2 (examination of practical work is
undertaken by the school, a written paper is set and marked by the board). This 
was an important step in getting the subject accepted eventually for the higher 
academic status. Mode 1, in which most assessment is set and marked
externally by the board, and any teacher marks are moderated. A Mode 1
syllabus was finally offered by ULSEB in 1985. This guaranteed, more or less, 
that dance would be accepted eventually as an A Level subject too.
32 White (1985a) explains that the Boards set up Joint Council Subject Working
Parties to prepare subject specific criteria in 1980 when Sir Keith Joseph 
instigated the new GCSE. A single Dance working party was established 
which eventually formed the basis for the A Level and is why only one board, 
LEAG, offered it. Later an Advanced Supplementary (AS) examination was 
introduced to function as the equivalent of half an A Level. The firamework 
and concepts were the same thus the discussion focuses on the full 
examination.
33 This grew out of a doctorate, Adshead (1980), in which the study of dance as 
a distinct discipline was outlined and the relevant analytical concepts were 
mapped.
34 See also Calouste Gulbenkian Foundation (1980; 1982); Marland (1984); and 
Smith (1985).
35 The syllabus lists: direct correlation, music visualisation, call and response, 
identification or enhancement of mood or character, narrative, mutual 
coexistence, and disassociation. It also lists structural elements in music 
separately under compositional devices. The possibilities are drawn to the 
attention of teachers and become more fully a part of the practice of 
appreciation.
36 The focus on high levels of performance skill was not always popular. The 
following comment refers to the state of dance education in general but is 
indicative of ambivalence in some quarters. ‘This deepening and extending... 
has.. .moved performance study closer to the fi’ames of reference used in the 
performing arts (specially music)...the emphasis on technique and skill 
acquisition as an end in itself is very evident in dance theatre at the present 
time at all levels and has found a way unchallenged into some educational 
contexts’ (Stevens 1991, p.7). Recourse is made to the old binary (art-creative 
movement) and indicates the continuity of Laban’s child centred attitudes.
37 Resource-based teaching strategies were slowly accepted as good practice. 
The O Level introduced the need to approach course delivery in this way and 
this increased with the introduction of the A Level and GCSE. I have been 
responsible for helping to create methodologies for the content of resource
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packs for teachers and have written many in respect of both the GCSE and A 
Level that have been published by the NRCD and others.
38 Second Stride was considered an alternative company at that point in time and 
illustrates the cross fertilisation between the mainstream and the radical work, 
outlined in Chapter 1, that developed from the counter movement to which 
LCDS gave birth.
39 When the first draft was submitted it was rejected on the grounds that it did 
not meet PE criteria. It was finally accepted under these with an embargo on 
candidates taking AS dance and PE at the same time as a result of a perceived 
overlap in subject content. This was lifted subsequently after a reappraisal, 
however these difficulties set the scene for complications with the new GCSE 
that quickly followed.
40 Several examination boards were involved in syllabus development: LEAC, 
SEG, MEG and NEA. All slightly different in their methods of examination, 
they all focussed around the three organising principles however there were 
s li^ t differences in subject content. For example, LEAG identified set 
repertoire for study, the NEA did not. Eventually only two boards offered the 
GCSE: LEAG and NEA. From 1994 this reduced to one; NEAB, subsequently 
incorporated into the AQA. See Appendix A for further details. Dance was 
also offered as a smaller part of other syllabuses (Creative Arts, Performing 
Arts, Expressive Arts, and Physical Education). Here dance is an option which 
forms, at the most, only one third of the subject content but is based loosely on 
the same principles as the sole subject examinations.
41 The LEAG syllabus had initially offered two set studies, classical and 
contemporary. Eventually this practice was abandoned as too expensive. From 
1994 a single contemporary study was offered by NEAB.
42 Only LEAG offered this. The other boards preferred to show an unseen video 
extract in the written examinations as a method of assessing appreciation. The 
set repertoire would perform the function of providing integrated study as the 
focus of the course and identify specific styles and context from the subject 
content to encourage understanding of the chosen work. When NEAB became 
the sole board offering GCSE in 1998 they also took this route.
43 The hope that GCSE teachers would gradually acquire notations skills proved 
idealistic. The boards rationalised the GCSE and NEAB offered the sole 
examination for summer 1994, notation was not an important feature, although 
it was retained for some time within the coursework assignment tasks as a 
choice. When the new specifications were written for the Curriculum 2000 
reforms notation was not considered in the discussions for the subject content 
(I was part of the development team) since notation skills were not much in 
evidence within the average teacher at GCSE.
44 It might not be considered unusual perhaps to find that new and experimental 
dance forms take some time to become embedded into syllabuses. They would
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need to be considered by critics and academics and become familiar to 
teachers. However post modem dance has been around on the British scene for 
some considerable time.
45 Personal communication with the chief examiner, Judy Smith, during the
development stages of the new specification.
46 These are identified as Communication, Application of Number, and
Information Technology. Each candidate is required to demonstrate certain 
levels of achievement in these areas. There are also units for other key skills. 
Improving own Learning and Performance, Working with others, and
Problem-Solving available but these are optional to the Key Skills 
Qualification. Candidates could achieve this qualification in several ways. 
They could follow a dedicated course or cover the skills across a range of 
subjects.
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Chapter 3.
Character and operation of the three organising 
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In the previous chapter changes in the three organising principles for GCSE and GCE 
A Level dance syllabuses (fi-om 2003 called specifications) offered by the public 
examination boards in England and Wales were traced. A reductive process which 
resulted in only a single scheme eventually being offered for each examination was 
described. In this chapter in-depth consideration is given to the manner in which the 
trilogy is implemented and constructed within the sole remaining GCSE by pursuing a 
close analysis of a range of documentation provided by the examination board. In 
Chapter 4 similar consideration is given to the A Level. In both chapters the aims of 
the respective specifications are scrutinised and the way in which these are 
subsequently drawn out, and further clarified, within the subject content, objectives, 
assessment criteria and other documentation in order to establish what can be 
understood about the characterisation of the three organising principles and to reveal 
any problematic issues that arise.*
Previously, theories by Derrida and Foucault were summarised as pertinent to the line 
of enquiry. It is necessary now to further expand on aspects of their differences in 
respect of text, knowledge and subjectivity in order to clarify why recourse to 
perspectives fi-om both writers is helpful. Nietzsche is again significant to the 
discussion because in addition to his critique of traditional history, as outlined in 
Chapter 2, Foucault also draws on his dismantling of Kantian rationality;
we knowers are unknown to ourselves.. .our treasure lies in the beehives of our 
knowledge. We are perpetually on our way thither, being by nature winged 
insects and honey gatherers of the mind...the sad truth is that we remain 
necessarily strangers to ourselves.. .we must mistake ourselves.
(Nietzsche 1956, p. 149)
Kant, as summarised in Chapter 1, relies on transcedental notions of rationality which 
assert ‘maturity as the rule of the self by self through reason’ (Olssen 2003, p.94). 
Nietzsche rejects the teleological ontology of ‘the Kantian “thing-in-itself” (1956, 
p. 179) and replaces it with theories that produce a ‘celebration of the irrational’ (Cook 
1990, p. 17).  ^ Foucault drew on Nietzschean ideas such as these to suggest that 
‘everyone’s fife become a work of art’ (Foucault 1983, p.350) in which human 
subjects actively construct themselves as rational in different ways. Foucault, like 
Nietzsche, demurs fi-om suppositions that subjectivity brings absolute knowledge of
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‘the truth about desire, life, nature, body and so on’ (p.350) and thus dismisses 
Sartrean existentialism because of its grounding in concepts such as authenticity 
which necessarily assumes that essential truths about human nature can be uncovered 
rather than their being produced by techniques of power. Foucault’s explanation is 
complex, hence lengthy quotation is needed;
Sartre avoids the idea of the self as something which is given to us, but 
through the moral notion of authenticity, he turns back to the idea that we have 
to be ourselves.. .1 think that the only acceptable practical consequence of 
what Sartre has said is to link his theoretical insight to the practice of 
creativity - and not of authenticity. From the idea that the self is not given to 
us.. .there is only one practical consequence: we have to create ourselves as a 
work of art. In his analyses of Baudelaire, F l a u b e r t . . . i t  is interesting to 
see that Sartre refers the work of creation to a certain relation to oneself -  the 
author to himself -  which has the form of authenticity or inauthenticity. I 
would like to say exactly the contrary: we should not have to refer the creative 
activity of somebody to the kind of relation he has to himself, but should relate 
the kind of relation one has to oneself to a creative activity.. .my view is much 
closer to Nietzsche’s than to Sartre’s.
(Foucault 1983, p.351)^
Thus for Foucault, maturity is ‘an attitude toward ourselves and the present through a 
historical analysis of...the possibility of transgression’ (Olssen 2003, p.94); a process 
characterised by its creativity. A continuous critique is required whereby the self 
might be transformed through the challenging of accepted normalising limits."* 
Agency, the ability to change things, is made possible by coming to an understanding 
of how subjectivity is formed through the play of power operating between people and 
culture in historically locatable occurrences.
Some of the main principles of our ethics have been related at a certain 
moment to an aesthetics of existence...for centuries we have been convinced 
that between our ethics, our personal ethics, our everyday life, and the great 
political and social and economic structures, there were analytical relations, 
and that we couldn’t change anything, for instance, in our sex life or our 
family life, without ruining our economy, or democracy, and so on...we have 
to get rid of this idea of... [a] necessary link between ethics and other social or 
economic or political structures.
(Foucault 1983, p.350)
Effects are thus contingent rather than necessarily or naturally related and how they 
are interpreted is dependent upon an aesthetics o f existence which might thus be 
transformed, since it is not a given. Foucault exemplifies how knowledge.
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subjectivity, discourse and culture interconnect and illustrates that it is possible to 
‘discover that whole domain of institutions, economic processes, and social relations 
on which a discursive formation can be articulated’ (2002, p. 182) in order to produce 
change. In summary, Foucault characterises his critical ontology of the self ‘as a 
historico-practical test of the limits that we may go beyond, and thus as work carried 
out by ourselves upon ourselves as fi-ee beings’ (1984, p.47). The idea that lives are 
works of art in which creative processes are involved is particularly pertinent given 
that the art of dance in education has material consequences upon young dancing 
bodies. In addition to the more obvious visible impacts on physicality, notions are 
also foregrounded that the invisible products of identity formation need to be 
acknowledged if agency is not to be compromised.
Derrida, like Foucault, challenges Kantian transcendental metaphysical approaches to 
rationality and also rejects notions of fixed knowledge but his focus is more on ‘the 
realm of arch-writing’ (Cook 1990, p.39) as constitutive of multiple identities. Derrida 
(1978), on the discursive function of difference and deferred presence, is helpful when 
examining dance specifications because the manner in which they utilise language is 
of interest, particulary since they attempt to construct self-referential systems as 
explored later in this chapter. For Derrida, signs stand in place of the objects to which 
they refer however there is no natural or Truth correspondence in their relationship 
that can be unequivocally uncovered. Instead, complex webs of signs produce 
dispersed meaning which is thus inherently unstable and temporarily achieved rather 
than closed or absolute:
the signified concept is never present in and of itself...every concept is 
inscribed in a chain or in a system within which it refers to...other concepts, 
by means of the systematic play of differences. Such a play, différence, is thus 
no longer simply a concept, but rather the possibility of conceptuality.
(Derrida in Kamuf 1991, p.63. Emphasis added.) ^
There is clearly a potential for multiple interpretations to be constructed in the type of 
non linear, open networks indicated. Derrida stresses the importance of language as ‘a 
structure of relational and limitless differences... [and] it is through this structure that 
meanings ‘mean’ but equally can never be fully and finally hammered down’ (Usher 
and Edwards 1994, p. 128). The activities of reading and writing are further
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problematised by drawing attention to the fact that the pressumed transparency of 
words, such as is presupposed within the GCSE and GCE A level specifications, 
ignores ‘the infinite disseminative power of language...[which is not] always 
controllable...by the speaking subject and/or the author’ (p. 121). Derridean views of 
power are somewhat different than Foucault theorises; a continual extrapolation of 
texts through the production of further texts whose meanings cannot be predicted or 
totalised results in a multiplicity of truths. This is useful because it provides a 
different perspective on the range of documents that are needed to clarify the 
specifications, as indicated in this chapter and the following one, or those which 
construct the dance landscape, as explored in Chapter 5.
Derrida’s dependence on textual relationships, his ‘linguistic idealism’ (Olssen 1999, 
p. 16), means however that the impact of other contexts, such as culture, are 
downplayed. A self-referential sytem is thus involved since although the relationship 
between things and words cannot be unabigouously established due to the dispersal of 
meaning across different texts, ‘it priviledges discourse over the world and denies the 
possibility of ever escaping the discursive’ (p.45). The difficulty is with the 
ontological status of the world. If discourse stands between people and reality, how 
material effects are produced is problematised. Hence there is a need for Foucauldian 
perspectives to reinstate agency since the focus of interest is dance in education.^
In summary, although both are useful to the discussion, Derrida and Foucault 
approach discourse differently;
Foucault doesn’t see subjectivity entirely in terms of discursive 
formations...[he] is against such a reductionism. Although he sees history and 
discourses as prior to and constitutive of the individual subject, the subject 
cannot be reduced to such discursive factors.
(Olssen 1999, p.172)
While bearing in mind the foregoing discussion, it is now possible to turn to the task 
in hand in this chapter which is to examine how the organising principles, as traced in 
Chapter 2, are characterised and operate within GCSE dance in order that a range of 
issues for further consideration might be matierialised. The specification is a lengthy 
document and has not been included within the appendices. It is assumed that the
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reader will have access to a copy (downloaded fi-om www.aqa.org.uk) although full 
quotation fi-om it, relating to those aspects under discussion, will be made in the main 
body of the text. Table 1 below reproduces the GCSE Scheme of Assessment.^
Table 1 GCSE Performing Arts: Dance -  Scheme of Assessment
Written Paper 2 hours
20% of the total marks
Section A comprises short-answer questions which focus on the syllabus (sic) content section.
Section B comprises questions based on the study of a set work and comparison and contrast 
with at least four other professional dance works, in at least two different styles.
Section C comprises one question based on the Area of Study notified to centres in the Spring 
Term during the year of examination. It will require candidates to use their knowledge 
and understanding of both the set work and a minimum of four other professional dance 
works which embrace at least two different styles.
The written examination will be set by the AQA and marked externally.
Practical Examination (Set Study)
20% of the total marks
The AQA will provide a written description of the requirements and a recording of the 
accompanying music. A recording of the study will be available.
Candidates will be required to perform the set study which will be of approximately one 
minute’s duration. The performance will be marked by the teacher and moderated by the 
AQA.__________________
Coursework Performance and Choreography
60% of the total marks
Performance 20%
Candidates are required to perform in one group dance. The dance should last 2!6 - 3 
minutes, be marked by the teacher and moderated by the AQA.
Choreography 30% + 10%
Candidates must choreograph one dance. This may be a solo lasting l%-2 minutes or 
a group dance of between 2-3 minutes. The choreography will be marked by the 
teacher and moderated by the AQA. In addition, an expanded programme note is 
required.
_______________________________________________(Anonymous 2003c, p .ll)
The GCSE award is the equivalent of the former Mode I (all others having 
disappeared), referred to in Chapter 2, where the board sets and marks the 
examination elements and moderates intemal, teacher-marked coursework. The 
academic credibility of all GCSE syllabuses, when introduced in 1988, depended
92
Chapter 3: Character and operation of the three organising principles within the GCSE
specification.
upon the higher status of this mode. In the current specification the 60/40 split in the 
proportion required between coursework and examination respectively (see Table 1) 
might have necessitated the set study being externally marked but the board allowed it 
to be moderated instead.*
An introduction to the Scheme of Assessment states that the GCSE ‘focuses on the 
aesthetic and artistic qualities of dance and the use of dance movement as a medium 
of expression and communication’ (Anonymous 2003c, p.6). The issue arises as to 
how far and in what manner this might be seen to act as an overarching rationale; 
several related problems appear to have an impact on this. A difference is drawn 
between aesthetic and artistic aspects of dance although these two concepts have often 
been poorly understood. For example, Redfem states that ‘the relationship between 
the aesthetic and art...has come to be challenged’ (1986, p.25) and Best claims that 
‘even where the distinction between the aesthetic and artistic is recognised...there has 
been a failure to mark the character of the distinctive concepts adequately’ (1992, 
p. 165).
Aesthetic/artistic distinctions also link to the Laban legacy as discussed in Chapters 1 
and 2. This has bequeathed conflicting notions of the psychological benefits attained 
through the art of movement approach as pitted against an art-based one which valued 
the acquisition of knowledge and understanding. Over time there has been a need to 
carve out an area of aesthetic experience as distinctive for the subject of dance. This 
has been strongly constmcted as valuable in the past and is likely therefore to recur in 
the GCSE but its use now, perhaps, connects to PE frameworks within the National 
Curriculum where aesthetic considerations might be more comfortably situated than 
artistic ones.
How the specification approaches these matters is unclear. From the placement of the 
term ‘aesthetic’ first in the introduction to the Scheme of Assessment it could be 
concluded that aesthetic education is the aspect more valued, or perhaps use of the 
word ‘and’ confers it equal status with the artistic, or it may even be implying they are 
synonymous, rather than separate, concepts. It becomes apparent that aesthetic 
learning features in only one of the Aims and that by directly focusing on dance styles
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the artistic realm appears to emerge as significant. A hypothesis might be that the 
GCSE makes separate identification of these two concepts, drawing attention to 
aesthetic aspects even though they play a lesser role, because of the PE framework 
within which it was supposed to have operated as part of the National Curriculum.^ 
Artistic education emerges as important to the nature of the GCSE specification 
through the four aims that it identifies;
a. develop understanding and appreciation of a range of dance styles;
b. develop aesthetic and artistic sensibility to dance works;
c. develop the knowledge, skills and understanding needed to perform, 
choreograph and appreciate dance including an awareness of its artistic 
contexts;
d. develop life-skills and attributes including decision making, critical and 
creative thinking, aesthetic sensitivity and the ability to co-operate with 
others.
(Anonymous 2003c, p. 10)
The first three aims appear to make explicit connections to the aesthetic/artistic 
rationale. They identify aesthetic and artistic engagement in the making, performing 
and appreciating of dances as the main intention and propose dance styles, dance 
works and the trilogy of organising principles as the chief focus of the scheme. The 
fourth aim c? is of a different order. It sets out a generic range of life-skills,*® Although 
these might also be involved in the study of other subjects and their exercise certainly 
not limited to dance activity, those included could also be construed as being 
particularly pertinent to it. They are implicit within the learning processes in respect 
of the first three aims. For example: decision making and creative thinking might be 
assumed to be needed in making choreography; critical thinking and aesthetic 
sensitivity is necessary to appreciation; and the ability to co-operate with others is a 
skill essential in group performances.
No assessment objective is given for the fourth aim. Instead, the specification affirms 
that during learning of the subject content for choreography, performance and 
appreciation ‘candidates are also engaged in experiences and activities that have the 
potential to develop life-skills. For example, group performance and choreography 
requires social interaction and care for others’ (Anonymous 2003c, p. 15). This clarifies 
the notion that the identified dance activities will necessarily involve life skills although
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it might also be said that the teachers’ particular working methods would also have an 
impact here. The specification therefore additionally identifies certain assessment tasks 
the successful completion of which it considers would necessarily involve the 
exercising of those life skills listed. It states that making choreography, for example, 
should involve creative thinking and therefore originality is valued as part of the 
marking criteria, as discussed later in this chapter.
Furthermore, the Teachers’ Guide (a detailed document published alongside the new 
specification to explain the changes from the old syllabus) also recommends particular 
approaches (Anonymous 2003e). In respect of choreography for example, it encourages 
teachers to question candidates about what they produce in order to hone critical 
thinking skills. Although it is not compulsory to accept the advice, it is clear that this is 
proffered as an efficient way of meeting the requirements. Thus the specification 
becomes not only the sole GCSE available but also a single model of good practice, 
covering both subject content and delivery. The Teachers’ Guide lays out the nature of 
this in its summary: the creation of choreography; integrated approaches to the trilogy; 
and experiential engagement are considered central to the means of learning. 
Interestingly, these concepts are recuperated from the historical child-centred 
approaches outlined in Chapter 2 but are now re-defined for academic functions which 
value their perceived ability to produce improvement in achievement rather than for 
psychological benefit, as previously. The specification states that,
the knowledge, skills and understanding of dance performance, choreography 
and appreciation are best developed when learning occurs in a holistic rather 
than a fragmented way. Candidates create dances which are then performed and 
presented to others. The ability to reflect upon achievement both throughout the 
process, and at its end, is a determining factor in facilitating both improvement 
and success.
(Anonymous 2003c, p. 13)
A similar situation pertains to the considerable non-dance content which is listed: 
spiritual, moral, ethical, social, cultural and other issues; the European dimension; 
environmental issues; and citizenship.** All subjects are expected to further these 
cross curricular themes. The specification states that its model for the study of dance 
will necessarily achieve these desired outcomes. For example, it draws attention to the 
notion that contemporary issues are an important stimulus for dance and that the
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theme of the set work at that time, David Bintley’s Still Life at the Penguin Café 
(1988), deals with endangered species.*  ^ It is left to teachers to determine the exact 
nature of the delivery and since understanding of these issues is not externally 
assessed presumably the intention is to avoid altering the subject content. In order to 
meet these extraneous requirements, therefore, the specification merely points to 
where they might converge with its subject content.
The three Assessment Objectives explicitly stated as outcomes for the course seem to 
be strongly based upon Aim c with its identification of the trilogy at its core. Given 
this imbalance, it appears that a hierarchy of value might be operating. The first two 
aims could, perhaps, be best understood as the context within which the third one 
operates, rather than as standing on their own account, since they provide clarification 
of the focus on dance styles and dance works as the external objects of study for the 
specification. Thus knowledge, skills and understanding of dance are required and 
these are to be achieved by engagement with a range of styles and a variety of dance 
works. Aim c also establishes the need for the acquisition of practical skills in the 
doing and making of dances, in addition to appreciating/understanding. One 
Assessment Objective is thus provided for each strand of the three organising 
principles.
Table 2: GCSE Assessment Objectives 
Candidates are required to demonstrate:
knowledge, skills and understanding of dance appreciation including 
social and artistic contexts.
b. knowledge, skills and understanding of choreography and apply this 
information in improving and evaluating choreography.
knowledge of skills of the technical nature of performance, performance 
skills and interpretation of dance ideas/concepts and apply this 
information in evaluating and improving performance.
____________________________________ (Anonymous 2003c, p. 10)
In Chapter 1, attention was drawn to Smith-Autard’s notion that appreciation needs to 
be resituated. Table 2 gives deeper insight into how this strand is problematic since 
the three objectives are not similar in terms of sentence structure and this is suggestive 
of an imbalance in approach. Only the second (b) and third (c) require the actual
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application of knowledge in order to improve the practical skills of doing and making 
of dance. Several interpretations could be made in respect of this discrepancy. It might 
imply a limited concept of appreciation is operating because of the failure to see that 
application of knowledge is also necessary in order for appreciation to be meaningful. 
(This might not be considered unusual given the discussion in Chapter 2 in respect of 
the position of appreciation historically within dance in education.) It might be an 
indication that this strand of the trilogy is still held in lower status, that improvement 
is not expected because it is unclear how this might be achieved, or that the function 
of appreciation is misunderstood.
A hierarchy of value is suggested by the fact that (c) is the lone Assessment Objective 
of the three where the expected knowledge is further extrapolated; technical and 
interpretive features of performance are individually identified and the purposes for 
which these are to be mastered are also clearly stated. An ongoing influence of PE 
rationale encouraging the performance strand within the subject content is apparent, 
but in addition the statement that these skills are to service interpretation of dance 
ideas/concepts appears to further an overarching rationale of dance as a medium for 
personal expression. This highlights the possibility that particular notions of 
modernism might be operating in respect of performance as the symbolic embodiment 
of choreographic intention, as discussed in Chapter I.*'*
Although the introduction to the Scheme of Assessment focuses on choreography and 
appreciation aspects (mentioning the word performance only once in three 
paragraphs), the significance of the performance strand is further clarified by the fact 
that 40% of the assessment schedule is given over to it. Seen in this light, how far 
choreography might be said to be implicitly at the service of performance emerges as 
a contentious issue. The 40% is divided into two equally weighted tasks; a solo 
performance of a short set dance and a performance in a duo or small group. If all 
the marks for knowledge (both practical and theoretical) of this strand (also allocated 
in Section A of the written paper) are added together then no less than a maximum of 
46.6% is available for it as a whole. While choreography and appreciation have only 
three each, four separate areas of subject content are provided for performance (9.1, 
9.2, 9.3, 9.4 -  numbering refers to paragraph identifiers in the 2003 specification).
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Table 3 below reproduces the first area of subject content for performance at 9.1, and 
identifies what is termed, good studio practice. This title is not neutral and its 
evaluative character indicates the manner in which the specification operates as a 
suggested model.
9.1 Table 3: Good Studio Practice - GCSE Subject Content
a. Personal care: nutrition, warm up and cool down including basic 
physiological effects in the body.
b. Safe practice in the performance of dance skills especially that 
associated with differing dance techniques. For example, landing 
after elevation or taking weight in contact work.
c. Safe practice when working or taking rehearsals with others. For 
example, appropriateness of preparation for rehearsal and of 
movement demands for all involved.
d. Avoidance and care of injury.
e. Health and safety in the performing space. For example, 
appropriateness of the floor, temperature, obstructions, nature 
and placement of set design and props.
(Anonymous 2003c, p. 15)
The Teachers ’ Guide makes it clear that although candidates are explicitly assessed 
on this area within Section A of the written paper, it ‘relates to their practical 
experiences of performance and choreography’ (Anonymous 2003e, p.7). It is 
expected that this knowledge informs practice and should grow out of it.*^  A sample 
question, ‘explain how a warm up.. .can be made effective’ (Anonymous 2003d, p.8), 
further clarifies the aim that this knowledge be applied to enhance safe practice since 
it calls for explanation and not description (understanding is valued rather than a 
reciting of facts). This aspect of improvement required by Assessment Objective (a) is 
drawn out in more detail in additional documentation where it states that, for the 
content listed at b, c, and d in 9.1 above, candidates should be able to ‘give an 
example to show how the “skill” can be developed, eg. what is flexibility, what can a 
dancer do to improve it’ (Anonymous 2002c, p.3).*  ^Section A of the written paper is 
worth approximately 6.6% of the total and may contain questions relating to other 
areas too (as will be discussed later).**
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Although good studio practice makes only a small explicit contribution to the written 
examination it makes an implicit contribution to the performance components 
themselves, assuming that such practice does indeed underpin good performance. 
Other documentation does indeed assume this, stating that achievement ‘will be 
influenced by...knowledge and understanding...in...9.1 and 9.4’ (Anonymous 2003e, 
p. 10). Though one might envisage, for example, high level performance from 
candidates who pay no attention to safety during rehearsals (which would not 
contravene the mark schemes by which assessment of performance is made) this 
would clearly not be ideal and at least they might come to understand the error of such 
ways. Thus it must be accepted that safe practice might underpin safe performance but 
it cannot be guaranteed to produce good performance. It therefore falls again into the 
realms of the good practice which the specification aims to recommend.
9.2 identifies the content for the technical nature of dance skills. This is reproduced in 
Table 4.
9.2 Table 4: The Technical Nature of Dance Skills -  GCSE Subject Content
a. Basic principles: posture, alignment, the flow of energy, co-ordination, balance, 
strength, flexibility, control and mobility.
b. The body: body action involving combinations of flexion, extension and 
rotation, locomotion, turning, gesture, elevation and stillness, whole and part 
body movement, simple co-ordination of body parts to complex phrases of 
movement.
c. Dynamics: speed, energy and continuity as qualitative aspects of dance, contrast, 
variation and development of these to give accent, rhythm and phrasing.
d. Spatial aspects: body shape, shaping and orientation of the body in space 
through variation in size, level, direction and pathway orientation in the stage 
space.
e. Relationship: body part to body part, movement to movement, person to person, 
inter-action between and sensitivity to other dances, complementary and 
contrasting relationships.
(Anonymous 2003c, p. 16)
A preamble to 9.2 reiterates the view that the movement is to be studied not only for 
itself but also ‘for the way its use enhances and expresses that which is intended’ 
(Anonymous 2003c, p. 16). This confusing statement perhaps draws attention to the
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problematic concept of expression and the value which the specification places on it. 
An implicit link to one particular notion of expressivity is found in Table 4 where a 
Laban-influenced framework in the lay out of the subject content seems clear. Certain 
terms, such as pathway orientation, make reference to Labanotation concepts and the 
titles for (b), (c), (d), and (e) (the body, dynamics, spatial aspects and relationships) all 
relate to the historical perspective that traces to Joan Russell (see Appendix B) and 
beyond. Additionally, the fact that candidates would benefit from actually 
understanding Laban concepts is clear from a sample question in the Specimen Written 
Paper that was provided when the specifications was introduced in 2003;
Arrange the list below under the correct headings.
Swift, heavy, flowing, rushed, hesitant, gentle.
Speed Energy Continuity
(Anonymous 2003d, p. 10)
A simple analysis of the words listed using their everyday connotations would not 
easily solve the conundrum. Without understanding Laban’s conceptual framework the 
placement of ‘rushed’, for example, would seem to fit a view of it either as a variety of 
speed or energy since a rushed movement, as typically experienced, tends to be both 
fast and energetic. The specimen mark scheme provides no clues (presuming the correct 
answer is obvious) but linking swift/rushed with speed, heavy/gentle with energy, and 
flowing/hesitant with continuity is aided by an understanding of Laban’s terminology, 
while a simple practical engagement in GCSE dance tasks, as envisaged by the 
specification, would not necessarily elicit these answers. Other documentation makes it 
clear that
candidates may be asked to recognise the components of each category...that 
level and direction are spatial words or that sudden and tension are dynamic 
words
(Anonymous 2002c, p.4)
The underlying assumption appears to be that all teachers would categorise 
components in line with Laban’s analysis of movement even though this frame of 
reference is not explicitly identified.*® A problematic issue arises in respect of how far
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the influence of Laban infuses the specification and for what reasons it remains 
implicit rather than explicit, given that style is a key subject area for the GCSE.
Table 3 also includes terminology that implies structural aspects of movement choices 
and not just technical aspects of physicality. It lists: contrast, variation, development, 
accent, rhythm, phrasing, complementary and contrasting relationships. Some of these 
might be seen to be associated with the dancer’s palette of technical skills, for example 
being able to perform contrasting dynamics is certainly a feature of physical control, 
but others might be more comfortably placed within 9.3 which identifies the expressive 
nature of dance skills (see Table 5 below). For example: differences in accent, rhythm 
and phrasing can arise as a result of variation/contrast in the use of dynamics thus 
benefiting from good co-ordination and control but they might also be seen as concepts 
providing greater understanding of musicality (which is not further characterised); and 
complementary relationships might have been included in the list of structural devices 
to be used within the choreographic process. Indeed accent, rhythm and phrasing could 
be acceptable here too since they are also a feature of the micro structuring of one 
movement to another and one stress/emphasis to another. This is an example of the 
problem of identifying a generic subject area when there is no stylistic placing of the 
form, no consensus in regard to the use of terminology and perhaps an unacknowledged 
view in respect of the type of dance involved.^®
This mixing together of a range of performance and choreographic skills is probably 
explained by the preamble (referred to above) which drew attention to the requirement 
for technical skills to be embedded in an understanding of their use to enhance artistic 
expression. The practical assessment of the content at Table 3 and 4 will be discussed 
later in this chapter.
9.3 Table 5 : The Expressive Nature of Dance Skills -  GCSE Subject Content
a. Focus.
b. Projection
c. Sense of style
d. Musicality
e. Communication of choreographic intention.
(Anonymous 2003c, p. 16)
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As noted in Chapter 2, expressive skills are often those aspects less well detailed within 
syllabuses and specifications, so perhaps the relatively spare terms that are used in 
Table 5 is unsurprising.^* The teacher needing clarification has to look elsewhere. A 
Glossary, for example, reveals that focus is not a choreographic choice but situates it 
within the performer’s realm;
use of the eyes to enhance performance/interpretive qualities, this may be 
between dancers, into the stage space or towards an audience. Its use helps to 
draw the audience’s attention into what is happening.
(Anonymous 2002d, p.4)
Part of the govemmentally imposed purpose of the specification is to be coherent in its 
language use and an introduction to the Glossary makes a specific statement to this 
effect. Thus similar terminology is found throughout the written paper too. However, 
there are problems associated with pinning down and identifying a particular range of 
meanings for the dance terms used and there is an acknowledgment that,
the topics embraced by these terms apply to all dance styles but are often 
defined in the vocabulary specific to the particular style. Because the 
specification has to be accessible to those working in many different styles a 
generic vocabulary has been used. Candidates may, and should be encouraged, 
to use terminology specific to the dance styles they study.
(Anonymous 2002d, p.2)
Whether a generic vocabulary can be made to relate to specific styles is a problematic 
area. For example. Section A of the written paper involves candidates in providing 
definitions of topics which have style-related implications but which it may be difficult 
to indulge in the mark scheme. For example, a question ‘what is meant by focus...how 
does the use of focus help the dancer to communicate?’ (Anonymous 2003d, pp.8-9) is 
marked as correct if it states something along the following lines;
the dancer looks toward the audience and this draws the watcher into the 
dance, directs the viewer’s attention to what the choreographer intended, helps 
reinforce the ‘message’ of the dance...makes the audience watch him through 
projecting his whole self outward. He may do this...through emphasising a 
particular movement...he is able to create a relationship with the audience, 
which makes it easier for the dancer to communicate.
(Anonymous 2003d, p.20)
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This clearly links to the same definition of focus provided in the Glossary but is 
particularly pertinent only to certain types of performance styles. It is not clear how a 
more intimate, unprojected focus might be understood in the context of this description, 
such as that used in Siobhan Davies’s Bird Song (2004) for example.^  ^Selected as the 
GCSE set work for 2008, this dance, performed in the round, has the audience seated in 
close proximity and its performance qualities are understated. Bird Song is given 
further consideration in Chapter 5 as part of the current practice which is surveyed. In 
the event, the ‘need for a common understanding of the terminology used’ 
(Anonymous 2002d, p.2) outweighs, in practice, the attempt to be open to differences 
between styles and is therefore a problematic issue. Content at (c) in Table 5 
demonstrates the importance of coming to an understanding of what makes styles 
different to each other. It is clear that candidates would need to achieve a sense of style 
that is sophisticated enough to be individualised in respect of a specific dance. 
Although it is listed as an expressive performance skill, style would need to be analysed 
in order to determine its nature before it can be appropriately performed. A brief 
statement, introducing the summary of subject content, explains how this might be 
achieved since ‘the particular way in which the creator’s intent, working methods, 
dance vocabulary, design and structure are combined, determines dance style’ 
(Anonymous 2003c, p. 13).
The quotation is spare on detail about how to determine the exact nature of the 
particular way in which any elements/aspects identified might interact or be significant. 
Interestingly, it does not list a significant aspect that would assist because style must 
surely be understood against the artistic background in which the individual choices 
have been made. The specification does draw attention, in an oblique way however, to 
consideration of context (Assessment Objective a.) and perhaps merely assumes that 
this knowledge would necessarily be understood to have a direct relationship with any 
understanding of style, rather than explicitly omitting it fi*om the process. Issues of the 
placement of style and how this is to be understood needs further development.
Other documentation afGrms that the compulsory embracing of at least two different 
styles can easily be met in a variety of simple ways.
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by the inclusion of works by two different choreographers, by selecting works 
tMt are fi-om different eras or traditions or even two very different works by the 
same choreographer, e.g. Rooster and Swansong.
(Anonymous 2003e, 16)
Style appears to be used as a loose concept that attempts to embrace variety. How a 
teacher might identify two very different works is not clarified and what level of 
difference there must be is likewise problematic. The Glossary is the only instance of 
this concept being further characterised. Style is;
the individual features of a choreography or performance. The characteristic 
features of a dance work/choreographer, that enable them to be recognised as 
belonging to that work/choreographer.
(Anonymous 2002d, p.4)
Although not explicit, a careful reading of this statement clarifies that the teacher 
should look to the subject content given for choreography and performance. It is here 
that they will find those individual features fi*om which a distinctive style might be 
recognised.^^ A model in this respect also exists in the set study, as can be seen in 
Table 6. The essential features are identified by the examination board so teachers can 
apply the assessment criteria that appear in general form within the specification. The 
set study changes every two years so a range of styles is available over the life time of a 
specification, and thus the detailed criteria change too, since the mark descriptors for 
the highest boundary require candidates to show ‘an appropriate sense of style’ 
(Anonymous 2003c, p.31).
Table 6: Essential features of the GCSE set study in 2002
1 There should be a sense of swing and momentum throughout.
2 There should be full extension through the body and a feeling of taking up as 
much space as possible, ie the whole is expansive. The feet are inevitably 
extended at the ends of the legs and actions should go right through to the 
fingertips.
3 It is important to find a sense of connection through the body with one action 
leading to another.
4 Moments on balance and suspension should be exaggerated.
5 Focus mostly follows the gestures of the arms, occasionally the legs; the head is 
often carried quite normally.
6 Transference of weight on and off centre is an important aspect both technically 
and stylistically.
7 Patterns are often circular, turning, twisting and unravelling.
8 Individual body parts are used to initiate many of the movements, particularly
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turns, falls and angular movements.
Flow and continuity are the most noticeable dynamic content but these are 
contrasted with sharp and angular movements.______________________
10 There should be a sense of energy and commitment throughout. 
___________________________________________ (Anonymous 2002e, p.2)
From this list the significant aspects of the style are discerned and chosen as the basis 
for the criteria for assessment of the Set Study.^ "* These are identified as follows;
• A “sense of connection” through the body between one movement and 
another, including the ability to initiate movement with one body part 
and let the action follow sequentially through the rest of the body.
• Full body extension is required.
• Feeling for the given rhythm and phrasing.
• Expansion in terms of body/personal space, and travel into the general 
space.
• Fluency and continuity, contrasted with sharpness and angularity.
• Balance and suspension.
(Anonymous 2002e, p.3)
This is pursued through to the detailed assessment descriptors where the highest marks 
would be obtained for the candidate that,
performs with an excellent “sense of connection” through the body that expands 
into both the personal and the general space. Fluency and continuity are 
exceptionally well maintained throughout the study and are resolved sensitively 
in to, and out of, movements of balance and suspension. There is vitality and 
appropriate energy in the rhythm and phrasing, swing and momentum and 
changes of dynamics. There is, in performance, a sense of individuality and 
artistry within the constraints of the given study.
(Anonymous 2002e, p.4)
How to identify style thus remains problematic and is indicative of a lack of clarity in 
the conceptualisation of appreciation. The combination of information from the various 
documentation in respect of the set study gives a more detailed, though still implicit 
model, for the analysis of style. It is based on particular choices in respect of essential 
features such as action content, dynamic range, and use of space for example.^ ® 
Furthermore, questions in Section A of the written paper may also draw attention to 
these, for example ‘describe three important aspects of the style of this year’s GCSE set 
study. You should consider Action, Space and Rhythm/Dynamics in your answer’ 
(Anonymous 2003d, p. 12). There are other aspects necessary to determining style, such
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as the type of themes chosen and the way that these are treated, or the nature of the 
collaboration with other contributors (dancers, composer, designers for example) that 
are not considered within this model of performance.
One further fact pertaining to the set study is that it may have an impact on the range of 
styles experienced due to the amount of time that will necessarily be devoted to it (it 
accounts for 20% of the total examination and thus requires at least this amount of time 
during the course). Rather than simply being a task which assesses content it becomes 
an element which infuses the teaching and thereby operates more like content itself. 
Teachers are advised that,
candidates can be helped to improve their work by incorporating small sections 
of the study into warm-ups before class... and by completing the study well in 
advance of the actual assessment so that there is time to refine and improve the 
quality of the performance.
(Anonymous 2003e, p.ll)
Similar problems pertain in respect to the other assessment task. Performance in a 
duo/group is open to a range of styles, in keeping with Aim a, but this is qualified; 
‘candidates should... experience a range of choreographic styles while being allowed to 
develop those particularly relevant to their own stylistic and social background’ 
(Anonymous 2003c, p. 13) through provision of a ‘worthwhile course for candidates of 
various ages and from diverse backgrounds’ (p. 10). Access is important but there are 
several constraints. The style chosen ‘must provide evidence of the knowledge, skills 
and understanding outlined in para. 9.2 and 9.3’ (p.27) and must also allow ‘candidates 
to demonstrate the criteria shown in the specification [although] this is not to suggest 
that other dance experiences are less significant but that they are less appropriate for the 
assessment of the performance skills identified’ (Anonymous 2003e, p.ll).
The group performance is significantly different in one respect fi-om the set study and 
herein lies one of the chief constraints; it must allow ‘candidates to demonstrate their 
ability to inter-relate with other dancers’ (Anonymous 2003e, p.ll). Thus, unless 
significantly altered in their essential qualities, certain forms of hip hop or street jazz 
for example, may not involve sufficient sensitivity to other dancers to meet the higher 
boundaries of the assessment criteria. Marks 17-20 (the top descriptor) demand that.
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the candidate achieves a high degree of technical competence by successfidly 
performing the action, dynamic and spatial elements, so that dances are 
performed with musicality and an appropriate sense of style. The candidate 
establishes and maintains a significant rapport with the audience whilst a high 
level of sensitivity to other dancers is demonstrated. The artistic meaning of 
the dance is communicated with confidence and personal artistry.
(Anonymous 2003c, p.31)
In fact the mark scheme states that without demonstrating a level of performance that 
shows at least ‘a marked sensitivity’ (Anonymous 2003c, p.31) it is not possible to 
achieve more than 8 marks for this task. This further emphasises that technical 
achievement is being used to further artistry and is not valued as an end in itself but 
what would count as high level sensitivity is open to question. It would seem that the 
notion of inter-relating requires more than simple timing or spatial relationships, for 
example, and
minimalist pieces usually do not allow candidates to demonstrate powers of 
interpretation and expression whilst pieces performed in unison 
preclude.. .being able to show.. .ability to interact.
(Anonymous 2003e, p.ll)^^
Notions that interpretation and expression are negligible in minimalist work is highly 
contentious but in any event the purposes of assessment appear to constrain the range of 
styles that may be offered for examination (although they might be included as part of 
the course of study).An issue is raised in respect of how far this produces an implicit 
hierarchy of value. Other documentation further clarifies the typical character of the 
styles deemed to be suitable. Stating that,
good practice is exemplified in dances that show:
• clear style/mood
• variety in action/level
• dynamic contrast
• rhythmicality/musicality
• clear pathways/entrances/exits
• good opportunities for interaction.
(Anonymous 2003e, pp. 11-12. Emphasis added)
This refers back to performance subject content (see Tables 4 and 5) and the mark 
descriptor quoted above. It reiterates the constraints that operate in terms of assessment
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but the strategic co-opting of good practice to the list again highlights the identification 
of a certain range of choreography as being more valued. There is difficulty in how to 
interpret terms such as variety and contrast. Minimalism has been ruled out by the 
documentation but there are other styles where the use of these terms is ambiguous, for 
example, Siobhan Davies’s quieter dynamic range in Bird Song (2004) might lack 
sufficient contrast under these descriptions. There is an issue in respect of how far the 
aesthetic values of modernism, as considered in Chapter 1, might underpin the aspects 
identified. For example there is a strong link to historic modem dance forms in the 
following quotation which elucidates the hidden values operating in the fourth bullet 
point above;
what...passes for rhythmical...is clearly akin to what passes as...singable and 
playable...in music...‘rhythmical’...is a value term, indicating both a 
recognisable quality that a movement has and the valuation that is placed on that 
quality.
(Sparshott 1995b, p. 156-157)
It is hypothesised that the looseness in the use of language in the documentation aims to 
provide flexibility. Leaving open of a range of options is clearly important within the 
specification and there is perhaps a presumption of inclusivity if terminology identifies 
generic aspects.
The mark descriptor for performance, quoted previously, is evidence of attempts to be 
open. Although a high degree of technical competence is called for, this is linked to an 
appropriate sense of style which presumably also infiltrates decisions about the nature 
of the rapport with the audience and the type of sensitivity to be shown to other 
dancers. This would seem to provide some room for manoeuvre since the criteria 
appear somewhat imprecise and is indicative of the way that the descriptors try to 
maintain a generic focus. How far this remains restrictive is an issue needing further 
consideration. A dance based on Christopher Bmce’s Ghost Dances (1981) could 
immediately provide an overt theme/meaning to be communicated for example, while 
minimalist pieces based on work such as Lea Anderson’s Cross Channel (1992), 
selected as a GCSE set work in 2004-05, have already been ruled out, as discussed 
earlier.^ ®
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The fourth and final area of subject content in respect of this strand is 9.4, factors 
influencing achievement of high quality dance performance. Its status appears similar 
to 9.1 (Table 3) since it too is explicitly assessed via the written paper, as part of the
6.6% referred to earlier. Likewise, it also services the content for 9.2. and 9.3 (Tables 4 
and 5), those areas that might be considered core practical performance skills and thus 
9.4 is also assessed implicitly within the two practical performance tasks.^ ® Table 7 
illustrates a mixture of skills-based, knowledge-based and process-based concepts.
9.4 Table 7 : Factors which influence the achievement of high quality dance 
performance - Subject Content for GCSE
a. Planning, and agreement by participants, of an appropriate rehearsal schedule.
b. Commitment, by all, to group rehearsal.
c. Identification of technical and expressive skills and evaluation of needs.
d. Rehearsal of technical and expressive skills, analysis of and evaluation of 
strengths including mental rehearsal.
e. Analysis of strengths and weaknesses, eg. through use of video, or viewing 
of peers.
f. Systematic repetition (i.e. form (sic), refine/evaluate, perform again) of technical 
and expressive skills to enhance performance.
g- Presentation to an audience.
(Anonymous 2003c, p. 16)
These factors might best be understood perhaps as: knowledge of the process by which 
improvement is made (the application of knowledge required by Assessment Objective 
(b) in fact); the analytical/evaluative skills underpinning this; physiological knowledge 
of the significance of feedback-learning mechanisms; and a teaching methodology. The 
basic process is fiirther outlined;
improvement and success are most likely to occur when candidates are able to 
reflect on achievement, evaluate strengths and weaknesses and then make 
appropriate modifications. Knowledge and understanding of the specified 
content, when applied within the context of selected tasks, will inform this 
evaluation and help candidates to succeed.
(Anonymous 2003c, p. 15)
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The status of knowledge/appreciation is clarified as being at the service of evaluation 
and achievement rather than being valued as an end in itself. A range of process-based 
activities (reflect/evaluate/modify/improve) draw attention to the active part the 
candidate is encouraged to play in this. Importance of experiential learning is reiterated 
and the candidate is given some responsibility for improving their own learning 
(another life skill). Assumptions underlying this widespread pedagogical approach, 
such as its perceived benevolence and empowerment, are however problematised by 
postmodern views based on Foucault’s critique, such as those expressed in Usher and 
Edwards (1994), where its use as a normalising strategy is called into question. This is a 
complex issue for the area of curriculum design which falls outside of the scope of this 
research in the main but fiirther consideration is given in Chapter 4 where it links with 
the issue of progression.
The value placed on an experiential approach is clarified in other documentation which 
affirms that in the written examination candidates ‘should be able to cite examples fi-om 
their own dance practice’ in relation to this content (Anonymous 2002c, p.4). There is 
some overlapping with the safe practice issues in 9.1 (Table 3) in terms of rehearsal 
procedures, though here at 9.4 (Table 7) there is a different perspective since their use 
for improving achievement is paramount.
Experiential learning is again significant for choreography and similar issues apply. 
Study of different choreographic styles is valued partly because it facilitates the 
personal work of the candidates, allowing them to ‘develop a breadth of vocabulary and 
an understanding of dance form that will enrich their own artistic endeavours’ 
(Anonymous 2003c, p. 17). The inclusion of this single statement to introduce the whole 
subject content for choreography highlights its importance.
Only three areas of subject content (compared to the four for performance) are 
identified at 9.5, 9.6 and 9.7. As with performance, there is a mixture of process-based 
and knowledge-based statements although the focus shifts towards the former, as Table 
8 demonstrates.
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9.5 Table 8: the process of creating and improving choreography -  Subject Content 
for GCSE
a. Movement vocabulary (paras 9.2 -  9.3): technical and expressive nature of 
dance skills.
b. Composing solo and group dances.
c. Developing initial movement ideas into the form of the final choreography 
through selecting and developing action, dynamic, rhythmic and spatial content.
d. Using choreographic devices e.g. motif, variation and development, phrasing, 
chance, addition, repetition, visual and rhythmic design, complementary or 
contrast, unison, canon, climax.
e. Forming the overall shape of the dance e.g. AB, ABA, Rondo, Theme and 
Variations, Narrative.
f. Structuring appropriate relationships between content and form in the expression 
of a dance idea.
g- Communicating artistic intention and the expression of dance ideas/concepts.
(Anonymous 2003c, p. 17)
Specific choreographic styles and the aesthetic criteria of modernism might underpin 
the list. For example, in respect of (ef
classic rules for composition...are five in number, namely: ABA, which 
includes other musical forms such as a rondo and a sonata; the narrative or the 
story dance...the recurring theme...one aspect of this being the variation on a 
theme.
(Humphrey 1959, p. 150)
The very title of this subject content demonstrates the significance of process-based 
operations and all except the first statement are phrased to draw attention to this. A 
distinct area of core movement knowledge, stated at (a), refers back to that which was 
identified for performance. Choreographic knowledge (of the prepositional variety) is 
limited to a small range of examples for (d) and (e). This again highlights the focus on a 
process based approach. Links to the performance strand provide both coherence and an 
indication of the integrated, holistic perspective recommended by the specification. For 
example: the listing for action, dynamic, rhythmic and spatial content in (c) above 
refers back to 9.2 (Table 4), and its statements at (b), (c) and (d) in respect of the
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technical nature of dance skills (the body, dynamics, spatial aspects); (d) and (e) above 
relate to 9.2 (e), both similarly identify complementary and contrasting relationships; 
and (f) and (g) above link to appreciation skills. The statement at (b) above appears to 
be best understood as a proposed teaching methodology since the rest of the statements 
provide a more generalised breakdown of choreographic processes and the term 
composing (preferred by Key Stage statements for PE) makes a brief and sole 
appearance.
Interestingly, unlike for performance content, there is no overt statement clarifying how 
improvement might be achieved. This is left implicit within the choreographic process 
(developing, selecting, using, forming, structuring, communicating); perhaps an 
efficient application of this is all that is felt to be required. There is some attempt to 
acknowledge the importance of appreciation in this respect, although its valuing as a 
means to an end is further revealed. In the introduction to the summary of subject 
content it states that.
the ability to reflect upon achievement both throughout the 
end. is a determining factor in facilitating both imnrovemer
process, and at its
choreography.
(Anonymous 2003c, p. 13)
Thus appreciation, the third strand of the trilogy, is required to act as a strategy for 
improvement of the other two although this is not immediately obvious fi-om the overall 
aim s of the GCSE. The final statement (g) in Table 8 reiterates that the main focus of 
the specification is communication of artistic intention. Terminology aims to be 
inclusive of a range of dance ideas, indicating that abstract starting points are as 
acceptable as theme-based or narrative approaches.
The subject content at 9.5 (Table 8) and the knowledge and skills listed at 9.6 overleaf 
are assessed in the choreography component (the candidate creates either a solo or a 
group dance). There is only one assessment component here compared with the two 
practical performance tasks; how far this indicates a hierarchy is an issue.
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9.6 Table 9: the craft of choreography -  Subject Content for GCSE
a. Exploring dance ideas/concepts in response to a variety if resource material, e.g. 
kinaesthetic, poetry, prose, visual art, music, contemporary issues, repertoire, 
styles and traditions (Para 11.1).
b. Investigating the potential of chosen ideas/concepts through for example, 
choreographing solos and group dances, discussion with others, searching and 
selecting for information on the Internet, use of web sites of dance companies, 
examination of professional repertoire live or on video (Para 11.5), comparison 
with other art forms.
c. Improvising, and then making decisions/judgments about what movement 
material is to be selected or rejected, so that which is chosen best suits the initial 
dance/concept and dance style and enables a personal response.
d. Structuring, reflecting on the structure and refining/improving the movement 
material into a form appropriate for the initial dance/concept and dance style.
e. Appraising/evaluating throughout the process, dance effectiveness, revising and 
refining movement material to enable the response to best suit the selected task.
f. Presenting the dance in performance for example, at a school assembly or an 
event hosted by a local charity.
g- Appraisal/evaluation of the complete work in respect of the degree to which it is 
successful in meeting the demands of the selected task (Para 12.5).
(Anonymous 2003c, p. 17)
Perhaps the subject content for 9.6 is best understood not as fi-ee-standing knowledge 
but as the range of skills required for refining and developing the rather basic process 
for creating choreography that is outlined at 9.5. Thus, for example, the selecting and 
developing of action content indicated at 9.5 might be achieved partly by the technique 
of improvisation identified at 9.6.
Statements at (a) and (f) in Table 9 recommend a teaching methodology in the 
requirement to explore a range of starting points and to present dances in 
performance.^* The former, (a), is also evidence of the need to be open to a range of 
styles since it appears inclusive in its approach.^  ^ Reference to paragraph 11.5 in (b) 
draws attention to the need to avoid bias; the GCSE ‘is available to study...irrespective 
of age, gender, race or disability’ (Anonymous 2003c, p.25). In its provision of a 
particular model to the teacher the specification disseminates what it considers good 
practice. Indeed the change of name from syllabus to specification is significant
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because it specifies not only assessment tasks but subject content and teaching 
methodology too. This appears to give the teacher less room for manoeuvre.
Statements at 9.6 (Table 9) expand on those at 9.5 (Table 8) and aim to be generic. 
How far it is possible to detach choreographic process from individual dance styles is 
problematic and perhaps an underlying assumption in respect of a preferred range is 
detectable. For example, it assumes movement choices will be based upon supposed 
links to predetermined starting points and that form is then created by a process of 
revision and refinement of this content. This type of notion was seen in Chapter 1 as 
modernist in outlook so how far it may be appropriate to postmodern or other styles is 
an issue.
There is the warning that,
the dance may be composed in any style but check that the use of a particular 
style of dance will not limit the candidate’s ability to fulfil the criteria. Help the 
candidate to understand the function and context of dance styles. For example, 
some styles e.g. club, are devised for social and/or commercial purposes, i.e. 
essentially to sell the CD, whilst others are devised for their ability to 
communicate artistic intent.
(Anonymous 2003e, p. 12)
Intentions here are not to legislate that certain styles cannot be studied only to reiterate 
that they may not be appropriate for assessment. The option appears to be left open for 
candidates to use postmodern dance forms that include commercial styles as part of 
their vocabulary. Other advice draws attention to particular styles as being more 
suitable, ‘ideas that have overt and explicit movement content and/or 
provide...concrete movement images provide the most usefiil starting points...at this 
stage of... experience’ (Anonymous 2003e, p. 13). This clarifies that expectations of the 
level of a candidate’s maturity and understanding also drives the notion that some styles 
would be to their benefit in meeting assessment targets. Although the specification tries 
to remain open by couching the choreographic process in generic terms, it nevertheless 
restricts some styles by its assessment criteria. This suggests a hierarchy of value might 
be operating.
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Additionally there is advice in respect of music choices and again it appears that 
particular types of dance styles are privileged; dynamic contrast, variety and climax are 
recommended. It states that candidates,
are advantaged when they select accompaniment that helps them build dynamic 
contrast into their dance. Music with a constant repetitive beat almost always 
disadvantages candidates as they find it much harder to achieve variety and 
climax in their dance.
(Anonymous 2003e, p. 13)
The subject content at 9.6 already highlights the need for the candidate to make a 
personal response and the assessment criteria clarify what this would mean in effect. 
The descriptor for the top band, 25-30 marks, for a piece of solo choreography states 
that,
the candidate demonstrates an articulate, original, and highly refined response to 
the original idea and in addition shows a sophisticated use of rhythmic and 
spatial design. There is evidence of extremely effective use of contrast, climax 
and logical sequence, the whole showing considerable understanding of 
choreographic form. The result is an exceptionally well realised work which 
communicates the artistic intent.
(Anonymous 2003c, p.33)
Features identified here refer to the subject content for choreography. The concept of 
style remains an issue since the descriptor requires, for example, ‘effective’ use of 
contrast, climax or logical sequence. Judgements in respect of this, however, would 
need to go further than evaluating its quality in respect of any choreographic intention 
since recourse to an understanding in respect of style would be necessary.
Attention is drawn to evaluation in the final statement of content for this strand of the 
trilogy (Table 9). This is important to achieving improvement in choreography, as 
required by Assessment Objective (b) and is also explicitly assessed in the expanded 
programme note (subsequently referred to as the EPN). Paragraph 12.5 of the 
specification (which details the layout for the EPN) clarifies this and other 
documentation confirms that ‘its purpose is to help candidates reflect upon their 
choreography, and thus hopefully become more aware of what it is they have created’ 
(Anonymous 2003e, p. 13). The EPN is thus a strategy for improvement but, unlike the
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strand of performance, this feeds into an entire and explicit assessment task itself 
(worth 10%).
A new component in the specification, the EPN is seen as a feature of good practice; 
other documentation states that the ‘requirement is an extension of that which many 
candidates have already been doing’(Anonymous 2003e, p. 13).^  ^ There is some 
confusion about which of the strands actually encompass the EPN. In Table 1 (at the 
opening of this chapter) it is associated with choreography (it is referred to in the 9.6 
subject content for choreography too) however Table 10 below shows it placed within 
Appreciation (see the highlighted figure). Further consideration of the EPN is given 
later in this chapter.
Table 10: GCSE
Assessment
Objectives
Component Weightings (%) Overall 
Weighting of 
AOs (%)
7.2
1 2 3
(a) Appreciation 20 10
(b) Performance 20 20
(c) Choreography 30
Overall Weighting 
of Components (%)
20 20 60 100
(Anonymous 2003c, p. 12)
The final area of subject content for choreography is 9.7, the constituent features of the 
dance, which is reproduced in Table 11.
9.7 Table 11 : the constituent features of the dance -  Subject Content for GCSE
a. Aural Setting
e.g. silence, voice, words, spoken poetry or prose, sound (natural and found), 
music in a range of styles.
The relationship of dance to music -  correlation, visualisation, identification or 
enhancement of mood or character, narrative, mutual coexistence, 
disassociation, juxtaposition.
Features: e.g. tone, texture, timbre, dynamics, style, structure, orchestration, 
rhythm._______________________________________________________
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Physical Setting
Set Design, Lighting, Props
e.g. realistic, abstract, site-specific, backdrop/cyclorama and their advantages 
and disadvantages.
The relationship between set design, lighting and props and their dance content.
Costume
e.g. realistic, abstract, characterised and their advantages and disadvantages.
The relationship between costume design and dance content.
Features: e.g. practical aspects, allowing and restricting movement, cost, formal, 
flow, line, size, weight, colour, texture, decoration._______________________
For all the above, consideration should be given to the use within the specified 
dance.
e.g. to enhance understanding of atmosphere, era, social/historical setting, event, 
location, character/role as well as the effectiveness if the relationship within any 
specified dance.
_________________________________________ (Anonymous 2003c, p. 18)
These areas, aural setting in particular, provide further identification of the knowledge- 
based content that expands on that found for structuring at 9.6 (d), although nothing 
alerts the teacher to the connection. A need to analyse relationships between 
music/design features and the dance content indicates that appreciation is being brought 
into play and as such this third, supposedly separate, strand is much involved here. The 
statement at (d) reinforces this and is clearly of a different order since it appears to 
clarify how the first three are to be dealt with. Thus 9.7 cannot altogether be 
characterised as fi-eestanding content. This draws attention to the difficulty of 
establishing which process, or parts of processes, link with which knowledge­
base/strand of the trilogy. In turn, this illustrates the complex inter-relationships 
between them and the problem with identifying generic areas.
Although there will be some implicit assessment of 9.7 within the structuring of the 
candidate’s choreography it is explicitly assessed within the written paper, as discussed 
later. One further point to note here is that despite the supposed careful listing of 
content major aspects of physical setting, such as video, film and other digital 
environments, are missing. This illustrates how open-meshed statements can sometimes 
appear to prohibit certain types of work but it has not, however, prevented the
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identification of Lea Anderson’s Cross Channel (1991), a dance made for video, as a 
set work. The prescriptive status of the specification is called into question since 
teachers are being asked to cover material it does not include. A statement warns that,
centres should be aware that this is a dance work made specifically for video 
and therefore in addition to all those elements listed in the 
specification.. .teachers’ attention is drawn to the need for candidates to 
consider the impact of the camera in the appreciation of a dance work.
(AQA 2002, website, n.p)
Moving now to the final strand of the trilogy, an introductory statement to the section 
reiterates that breadth is valued: ‘candidates should study the set work and a minimum 
of four other professional dance works which embrace at least two dance styles’ 
(Anonymous 2003c, p. 19). The manner in which style impacts has been previously 
discussed but the fact that attention is drawn firstly to the set work and then to other 
repertoire might indicate that appreciation is to focus chiefly around these aspects. As 
with choreography, this strand has only three areas of subject content identified for 
study. Table 12 reproduces the content for 9.8, analysis and interpretation.
9.8 Table 12: Analysis and interpretation -  Subject Content for GCSE
Appreciation should be seen as an integral part of all the elements if the 
specification.
Candidates should study the meaning and significance of dances, both 
professional and their own, through description, analysis, interpretation and 
evaluation.
This should involve consideration of the following:
Dance style
Number, gender and role of dancers.
Dance idea/concept.
Action, dynamic, spatial and relationship content (Paras 9.2 -  9.3: technical and 
expressive skills of dance).
Structure and choreographic devices (Para 9.6).
Design, set, costume, lighting (para 9.7).
Accompaniment (Para 9.7).
Expanded programme note (Para 12.5).
__________________________ (Anonymous 2003c, p. 19)
In what manner appreciation is operating within the specification appears to be 
problematic. A preamble to 9.8 clarifies that appreciation is to be seen as both a
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separate area of knowledge and skills but it is also necessary for the study of the other 
two strands which are to be taught through the use of repertoire. The effect of the 
content in Table 12 is to highlight the artistic focus claimed for the specification. Other 
documentation further clarifies that it is ‘expected that the study of dance works will be 
integrated into the whole course’ (Anonymous 2003e, p.7) and gives examples of how 
this might occur. Again what are considered to be models of good practice are 
disseminated and repertoire is not seen as material for theoretical study alone.
The manner is which good practice (integration) should happen is clarified as focussing 
around the set work itself ‘to provide a cohesive core to the...programme of study’ 
(Anonymous 2003e, p. 16) while the other works should be chosen ‘for the way in 
which they exemplify different perspectives on syllabus [sic] content, and for the ways 
in which they have similarities to and contrast with the Set Work’ (p. 16). The set work 
is thus expected to infiltrate many levels and strongly influences the character of any 
individual course over the life of the specification. The difference between studying 
David Bintley’s Still Life at the Penguin Café (1988) in 2003 or Lea Anderson’s Cross 
Channel (1992) in 2004 might, for example, have an impact on practical tasks for study 
since they are so different in style. Appendix D reproduces a chart of works, published 
by the National Resource Centre of Dance, that are recommended as suitable for 
comparison and contrast with these two works. Themes are chosen that are significant 
in the works and then dances for comparison/contrast are categorised accordingly. It is 
immediately evident how the nature of a course might vary from one year to the next.
Here again style is a problematic concept. This is acknowledged in the material 
provided by the board in its teacher support meetings where it warns, in respect of 
Cross Channel, that ‘it will be very important that candidates do also look at dance 
works which use traditional choreography, the criteria for their own choreographic 
work is strongly determined by, but not exclusive to, more traditional methods’ 
(Anonymous 2002f, n.p). There is evidence of an attempt to provide an ease within the 
constraints so that any unusual wofk can be credited, if possible, but there is also tacit 
acceptance that the criteria lean in the direction of main stream, modem dance styles.
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Returning to the content in Table 12, it is immediately noticeable that the lay out is 
different to the preceding strands of the trilogy. The bullet points are brief and do not 
expand on details of knowledge except for those making reference to the previous two 
strands. This illustrates the way that some knowledge appears to be core (9.2 and 9.3 
for example again).^  ^ Style has already been referred to, albeit in a limited manner in 
other documentation and dance ideas/concepts are terms that have already appeared 
within the subject content for choreography, thus their use might appear to be 
sufficiently clear. However number/gender/role of dancers makes its first and only 
inclusion here. While number and gender might be said to have a common sense 
application, the role of the dancer would benefit fi"om further explanation since this 
would differ across styles and might even have been situated with 9.7 as another 
constituent feature of the dance.^  ^The final bullet point is not an area of knowledge or 
skill at all, it identifies an assessment task.
The bullet points identify part of the knowledge-base that should be considered for 
appreciation. The listing is problematic due to the issue of style again. It is reduced now 
to just one more feature among others but the manner in which choices are made in 
respect of these is both determined by, and determines, style. The relative status of all 
these different concepts appears ambiguous. The title of 9.8 itself highlights process as 
important; the preamble identifies the various stages as description, analysis, 
interpretation and evaluation. Other documentation clarifies, for example,
ensure candidates understand the difference between describing, analysing and 
interpreting. Describing is giving an account of what they see, analysing is 
examining in detail usually showing some understanding of the qualities of the 
movement, e.g. how did they jump? Interpreting is saying what they [sic] 
movement might communicate, evaluating is making a judgment about how 
good something is.
(Anonymous 2003e, p. 18)
To aid the first part of this process, certain approaches are suggested; ‘describe what is 
seen, toes to head analyse...start with ‘stills’ move to action’ (Anonymous 2003e, p.l8- 
19). What is considered to be good practice is again identified but the function of 
appreciation is ambiguous. It is used instrumentally to improve achievement in the 
other two strands and yet, as an implicit aspect of this improvement, it has an entire 
assessment component devoted to it (which the others do not). The most detailed model
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for the process of appreciation is found in the EPN but this provides a strategy for 
improving choreography (as already discussed). Other documentation adds, almost as 
an afterthought: ‘also, it [the EPN] should help candidates prepare for the written 
examination’ (Anonymous 2003e, p. 13).^  ^A question in the specimen paper asks, for 
example, ‘explain how the use of dynamics helps to make choreography effective. Give 
examples to support your answer’ (Anonymous 2003d, p.ll). Clearly the students’ own 
practices would reinforce the understanding required for a successful answer. How 
improvement is to be achieved within the skills identified for appreciation itself is not 
elucidated, whereas the performance strand has an entire section of subject content 
devoted to this. An issue is how far appreciation is thus held in lower status and its 
applications misunderstood. A hypothesis might be that this is perhaps linked to the 
historical lack of consideration given to it in the trilogy (as indicated in the previous 
chapter) and also to the current placement of dance within PE firameworks continuing to 
have a detrimental effect in this respect.
A hierarchical, step by step process is required. The EPN should include:
a. Title and/or brief statement...describing the dance idea/concept...
b. Title and composer of any accompaniment...
c. Description...the initial movements (motif) which form the basis of the 
dance action, space and relationships (if used); the major choreographic 
devices used...
d. Appraisal (interpretation and evaluation).. .an explanation of how the dance 
idea/concept relates to the dance movement; a reflection on the effectiveness 
of the completed dance.
(Anonymous 2003c, p.28)
Other documentation provides examples of statements that might be suitable, further 
elucidating the character of the process. For example, using a hypothetical solo called 
Run Run Run it gives the following;
description...a. big powerful lunge forward and back again, arms one in front, 
one behind the waist, the arm in front leads the body round into a turn, hips 
leading in to a percussive sideways jump...development of motifs e.g. side 
jumps are done with and without hand leading...interpretation...when the arms 
wrap around the body it is as if people were being trapped...eva/wflt/ow...the 
limge motif was effective but was repeated too often with not enough change to 
hold the attention of the audience.
(Anonymous 2003d, pp. 14-15. Emphasis added.)
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The basis on which the interpretive and evaluative statements are made is unclear. It is 
possible to imagine a work where exact repetition of a phrase or motif might be highly 
suitable and in certain postmodern treatments this might be thought to be highly 
appropriate. Evaluation, ‘the effectiveness of the completed dance’ (Anonymous 2003c, 
p. 15), is difficult when style is unacknowledged. How these various aspects are being 
measured is a problematic question.^* Documentation clarifies this to some extent. The 
top mark band descriptor states that:
action, dynamic and spatial content of the initial movement, and the overall 
dance form, is described in detail. Interpretation is closely linked to the chosen 
movements that are, in turn, explicitly linked to the intention. Evaluation of own 
choreography is perceptive and shows marked ability to make judgements that 
are supported by reference to features, especially movement, within the work. 
The whole is presented in a logical format which is easy to access and uses the 
chosen medium exceptionally well.
(Anonymous 2003c, p.34)
Authorial intention is seen to provide internal coherence here and forms the bench mark 
against which evaluation is made. Choreographic descriptors also value the 
communication of artistic intent but the manner in which style might operate in this 
respect is not clarified. Again the traditional, formalist aesthetic principles of 
modernism appear to be in operation. Description draws on the core subject elements of 
action, dynamics, space and structuring but the extent to which the candidates own 
judgments are perceptive relies implicitly on stylistic conventions that are 
unacknowledged. Any valid assessment of a candidate’s work will necessarily involve 
paying attention to the stylistic conventions operating vrithin the choreography but the 
inexperienced teacher may not fiilly appreciate this from the specification alone.
Table 13 below reproduces the subject content listed at 9.9, the historical and social 
context of dances.
9.9 Table 13: historical and social context of dances -  Subject Content for GCSE
In addition to looking at the features listed above the dances should be studied in 
their historical and social context.
Purposes, intentions and reasons for existence.
Important dances, choreographers, designers, composers.
Distinctive features of the style.
Influences fi-om or of other dance, and or art forms.
______________   (Anonymous 2003c, p. 19)
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Listing of artistic aspects sets out the cultural context as important, in addition to the 
historical and social areas indicated by the title of this section of content. The range is 
left as open as possible, for example key personnel are not prescribed. A statement in 
respect of style makes it clear that this is a significant issue for appreciation, but how 
distinctive features are to be recognised, and what specifically these might be, is not 
elucidated. The first bullet point might also be seen as an overarching area that affects 
stylistic choices in respect of all the other features identified and a similar situation 
occurs elsewhere; ‘candidates should be able to discuss...9.9 in relation to the Set 
Work and be able to make comparison and contrast with a minimum of four other 
professional dance works’ (Anonymous 2003c, p. 19). Context might thus be the prism 
through which all else operates but its status in this respect is not made explicit.
Appreciation is assessed explicitly in the EPN and written examination paper, between 
which 30% of the total marks for GCSE are awarded to this strand. The fact that it 
might be valued less as free standing skills or propositional knowledge but instead is 
largely to inform the candidates own work is already clear. Thus the 10% allocated to 
the EPN features appreciation as a practically-based process, for example. Other 
documentation points to a similar character for Section A of the written paper which is 
‘concerning the candidate’s work as a student of dance and relates to their practical 
experiences of performance and choreography’ (Anonymous 2003e, p.7). It is 
suggested, however, that a notebook is kept as a way of recording this information 
since ‘they may have covered the work but may not remember or even recognise that 
they have done so, unless they have something to revise from’ (Anonymous 2002c, 
p.3). Practical knowledge, when assessed explicitly in written form, is seen as needing 
reinforcement by theory.^  ^ Understanding of safe practice and the like appears to be 
validated from written accounts rather than from physical demonstration. The status of 
this type of practical knowledge is therefore problematic.
Other documentation confirms that Section A of the written paper specifically covers 
subject content 9.1 to 9.6, which is the whole of performance but only two thirds of the 
choreography strand (Anonymous 2002c). This is tacit acceptance that 9.7 (the 
constituent features of dance) has a different status in spite of its listing as subject 
content for choreography. A hypothesis is that it would perhaps be more comfortably
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situated within appreciation.'*® Indeed it already forms the knowledge and concepts that 
are assessed in the written paper where its application to repertoire is specifically 
addressed;
these are the questions that ask for facts, e.g. who is the 
choreographer/composer/designer, where was it first performed.. .then there are 
questions that relate specifically to “Still Life” at the Penguin Café and/or ask 
candidates to make comparison and contrast with one other professional dance 
work.
(Anonymous 2002c, p.2)
Answers would clearly belong in the realm of appreciation/interpretation, historical or 
social context here. This is confirmed by other documentation which states that 
knowledge tested in Section B of the written paper will specifically ‘link to paras 9.8 
and 9.9’ (Anonymous 2003e, p.7). Although not identified specifically, 9.7 the 
constituent features of dance, is also featured within the requirement to compare and 
contrast other repertoire and the set work. For example, a specimen question asks, 
‘[title of set work] uses orchestral music. Name a professional dance work other than 
[the set work] which has a different type of accompaniment...describe the 
accompaniment and explain how it is used’ (Anonymous 2003d, p. 16).
Appreciation also features in the identified Area of Study (see Table 1). Other 
documentation clarifies the hope that ‘prior notification of the topic will enable centres 
to prepare candidates more effectively for this longer essay’ (Anonymous 2003e, p.7). 
High levels of interpretation are called for since ‘examiners will always be looking for 
relationships between movement and choreography not merely descriptions of, for 
example, costume or set’ (Anonymous 2003e, p.8). Thus improvement in appreciation 
skills appears to be valued even though it is not explicitly required within the 
assessment objectives. Content at 9.7 through to 9.11, however, under Sections B and C 
of the written paper at only 9.4% and 4% respectively, indicates that repertoire and 
artistic context could be seen as having poorer status within the assessment schedule in 
spite of their intended use as central to the planning and delivery of the course. A 
hypothesis would be that Section A of the written paper, plus performance, 
choreography and the EPN all illustrate the significance of the experiential character of 
the course of study and the importance of a candidate’s artistic endeavours as the main 
outcome of this, with the fimction of appreciation inadequately identified.
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One final point to note is that the specification lists a division of 40% for performance, 
and 30% equally to choreography and appreciation, although these proportions have 
been shown to be ambiguous. This imbalance in the strands will also be compounded 
by the need to consider,
the balance between students’ experiences of performing, (set study and 
duo/group), choreography (in different size situations) and appreciation 
(including preparing for the written examination). As a rough guide spend the 
same proportion of time as given to each assessment item in the specification.
(Anonymous 2003e, p. 18)
Increase in the status of performance has changed the character of the specification. 
Prior to this point, as seen in Chapter 2, the previous syllabus awarded 30% equally to 
performance and choreography and 20% to appreciation (the written paper having no 
Section A type questions). However, a flexible 20% could be further allocated by the 
choice of performance, choreographic or appreciation-based assignments. Thus a 
potential 50% was available for performance and choreography, and 40% for 
appreciation. Appreciation appears to have had a higher profile within the older scheme 
which is ironic given the move in fi*amework firom PE to Expressive Arts which might 
have been thought to provide more support for these aspects (Anonymous 2002i).
A series of inter-related issues are identified. Balance between the strands has shifted 
and a reductive process, fi-om the multiplicity of CSE syllabuses in the 1970s to a 
handful of GCSE offerings in the 1980s and 1990s, as outlined in Chapter 2, appears 
to go fiirther. The advent of the 2003 specification promulgated one model of good 
practice; recommended a particular teaching methodology; and privileged one set of 
terminology. This gives rise to ambiguity in respect of the application of concepts of 
access/empowerment since notions of openness which the GCSE espouses have been 
demonstrated to be contradictory and link to problematic issues in respect of current 
pedagogy and the possible postmodern challenges to this in respect of its normalising 
functions. All these aspects might also point, perhaps, to wider concerns with the 
institutionalisation of knowledge.
Style appears to be a problematic concept and, although the GCSE aims to be open to 
a wide range, how far certain types of mainstream modem dance and their associated
125
Chapter 3: Character and operation of the three organising principles within the GCSE
specification.
aesthetic value systems implicitly underpin expectations has been illustrated to be a 
significant question. An emphasis on experiential/practical study, with knowledge and 
appreciation situated seemingly at the service of this, raises pedagogical and 
assessment problems that need further consideration. Chapter 2 illustrated the 
emergence of an art based approach to the study of dance on which the specification 
draws in its generic conception of subject content. How far this is problematic needs 
further discussion. The A Level is explored in the following chapter when similarities 
and differences between the two specifications will become evident. Suffice it to be 
said at this point that the GCSE was written after the A Level and was thus able to 
make specific links since progression from the lower to the higher level is a feature of 
the GCSE course. A hypothesis is that a hegemony exists within their pedagogy, their 
conceptualisation of the subject content and their assessment procedures.
The specifications also operate under constraints that are not subject-based. It 
is not the intention to provide an analysis of the codes of practice of the 
examination boards or the general statutory criteria. The specifications state 
that they comply with these and the interest lies in what the subject of dance 
itself is revealed to be. The impact of government interest in other issues 
which are compulsory, such as citizenship, will be illustrated.
Cook (1990) states that Habermas posits Nietzschean irrationality as 
problematic ‘escapism’ (p.37). However, she rejects this view since 
irrationalism is not illogical and can be ‘stated simply: though we must use 
reason, we must also realise that reason does not produce any truths in the 
traditional sense’ (p.38).
See Sartre (1948) and (1961) for example. It is not possible to detail his 
theories within the confines of the thesis but in any event what is of interest 
is what light the quotation throws upon Foucault’s views on techniques of self­
creation.
As detailed in Foucault (1991), normalising systems consist of finely graded 
and measurable levels which are distributed around a norm, a tipping point 
which provides the benchmark against which reference is made but which is 
itself also created by the system rather than being a pre-existing, fixed, 
essential or natural given.
It is not possible to detail his theories here. See in particular Derrida 
(1976; 1978).
Olssen, Codd et al (2004) also note that although Foucault avoids the self-
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referential trap of structuralist linguistic theories, he does not ‘theorize 
adequately the historicity of strucutures’ (p.50). Genealogy is helpful, 
however, in reinstating a historical perspective.
7 A 60/40 division between examination and coursework is standard for GCSE 
and is one of the constraints which operates on choice of tasks. AQA 
guidelines prevent the proliferation of small tasks. This encourages 
identification of large scale tasks for discrete skill areas thus militating against 
the integration of knowledge at which the specification aims.
This is in line with the old syllabus where the set study was internally marked 
and then moderated. A moderation processes is less expensive being a 
sampling of teachers’ marks. Also it puts the teacher in continued possession 
of the mark scheme which is important to their delivery of the correct style (as 
will be seen later).
The GCSE was originally required to operate within Key Stage 4 PE 
criteria. Aesthetic aspects might perhaps have been perceived as being more 
comfortably related to the terminology of this type of framework. The first 
draft was rejected and the specification offered under Expressive Arts criteria 
instead.
Rationales for dance education in the past have often included a range of life 
skills as justification. Although not denying the benefit of developing such 
skills it has been argued that it is as artistic education that dance is of intrinsic 
benefit. See for example, Brinson (1991), Marland (1984) and Smith-Autard 
(2002) For GCSE, key skills and other aspects (spiritual, moral, ethical, social, 
cultural, environmental, heath and safety, and European issues) are a statutory 
requirement for all subjects. The life skills thus referred to are linked 
specifically to these.
“ These terms are not detailed. They are considered self explanatory. For 
example, under spiritual, moral, ethical, social, cultural, environmental, health 
and safety and European issues it merely states that ‘all specifications must 
identify ways in which the study of the subject can contribute to an awareness 
and understanding of these issues’ (Anonymous 2003c, p.5).
10
12
13
14
The choice of the set work changes during the life of the specification. 
However the breadth of styles and dance stimuli recommended gives 
flexibility for teachers to cover themes such as this in other ways.
Given that the specification operates under the Expressive Arts framework it is 
not surprising ftiat dance styles and dance works are flagged independently 
although it might be said that the study of a dance work necessarily involves 
the study of its style. This framework requires the inter-related study of two art 
forms; the specification transposes this concept into two dance styles.
As with aesthetic/artistic concepts, the notion of expression in the arts is
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problematic and not confined to art forms of dance alone since social, ritual 
and other forms might also be said to be expressive in different ways. See 
Adshead-Lansdale (1999) Best (1985; 1992), McFee (1992), Redfem (1986); 
Sparshott (1995a) for example.
15 Given the nature of the discussion so far it is interesting to note at this stage 
that the duo/group performance is recommended to grow out of choreographic 
tasks based on repertoire study.
The level is differentiated fi-om GCE A Level in that neither detailed 
anatomical terminology nor the application of physiological principles are 
expected.
Material given out at support meetings for teachers run by the examination 
board when the new specifications were first introduced.
Section A is allocated 36 marks out of 100 (where 100 relates to 20% for the 
whole examination).
This is not surprising given the state of play in respect of movement analysis 
and the significance of Labanotation within the A Level syllabus to which the 
GCSE is strongly linked.
See Preston Dunlop (1995) for an illustration of this.
Given the paucity of dance literature in this area and the lack of a common 
technical language across different dance styles and genres this is not 
surprising. See Preston Dunlop (1995) for a significant contribution to this.
The specimen papers have not, of course, been challenged at a full examiners’ 
meeting where the mark schemes are given detailed consideration and 
amendments made before they are applied. However personal experience as 
an examiner assures me that a more encompassing characterisation that takes 
into account a fiill range of styles would not over-ride the simpler definition 
published in the Glossary.
^  Needless to say any inefficiency in identifying appropriate material for 
inclusion might diminish the capacity to identify salient features that make for 
distinctive styles.
Set studies over time have favoured main stream contemporary dance styles, 
as is the one identified for the 2003 specification. Choreographed by Tamsin 
Dyke (ex dancer with Ludus, artistic director of Future Moves Youth Dance 
Project for South East Dance, and director of Malarkey Dance Company) who 
took ‘balance and suspension, falling and recovering, weight and flow, swing 
and momentum, circling and spiralling, twisting and unravelling as initial 
ideas’ (Dyke 2002, p.8).
16
17
18
19
20
21
22
25 By 2006 an individualised mark scheme was not provided for the new set
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study. The reason given for this was that having generic and specific criteria 
was confusing for teachers.
26
27
28
29
30
31
32
33
The debt to published material in respect of the discipline and study of dance 
is clear, see Adshead (1981; 1988).
Standardising Meetings are held annually where teachers are taken through 
aspects of examination preparation and trained to apply the correct standard 
and level of judgement. Issues such as styles deemed not suitable are also 
mentioned.
In fact it would be difficult in practice to include styles that would not be 
suitable for assessment purposes. There is a lot of content to be covered in a 
short period of time.
Certain types of repertoire are thus more likely to be studied by this 
encouragement. Indeed, this author has been a GCSE moderator for some 
years and works by Christopher Bruce continue to feature as the stimulus for 
many performance pieces seen.
The practical performance content at 9.2 and 9.3 might indeed appear to be 
identified as core since they reappear at ‘9.5: the process of creating and 
improving choreography’ (Anonymous 2003c, p. 17).
The content at (f) for 9.6 is not assessed and is thus a prompt to teachers to use 
this as a teaching method.
The reference to paragraph 11.1 points to the identification of content 
elsewhere in the specification for spiritual, moral, ethical, social, cultural and 
other issues. Thus here non-dance subject areas may be included.
Standardising material is produced by the board for use at training meetings 
attended by teachers. It also reiterates similar concepts (Anonymous 2002h).
Candidates had been encouraged under the old syllabus to provide simple 
programme notes for their choreography.
The terms in the first three points here, and indeed elsewhere, are similar to 
those used by Adshead (1988), as indeed is the process of analysis identified in 
the specification.
This is where Adshead (1988) would place them as a component.
It has been this author’s experience as a moderator that the EPN can reinforce 
poor practice. Candidates feel obliged to provide spurious narratives or themes 
as explanations for their abstract and often street-jazz style of choreography. 
Appreciation skills are also lacking since there is frequently no connection 
between what the candidate says they are trying to do and what the dance 
appears to be attempting.
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38
39
40
The examiner and moderator will have both had access to the live 
choreography and, although it is never stated, it is assumed that they will 
assess the statements in the EPN in the light of this. However the question is 
valid fi-om a philosophical point of view since the answer might provide a 
validation for the assessment process itself.
These types of question are new to the Specification.
In fact in the old syllabus, which preceded the specification, this is indeed 
where it was situated.
130
Chapter 4.
I " ) ! ' ; ' : ; ; : / . ; ; ' :
c
-21 > ■ ;? ’
131
Chapter 4: Character and operation of the three organising principles within the GCE
A level specification.
In the previous chapter the manner in which the three organising principles operate 
within the GCSE Performing Arts: Dance specification was characterised and a range 
of challenging questions in this respect were highlighted. In Chapter 4 a similar 
detailed consideration is given to GCE A Level Dance. Comparisons between the two 
examinations are drawn and identification is made of the problematic issues which 
arise. These are further explored in Chapter 5. As with the GCSE, the A Level 
specification is a lengthy document and is not included in total. Full quotation from it, 
as necessary, is made to assist the reader. The Scheme of Assessment is provided in 
Appendix F. Table 14 below reproduces the Outline of the Scheme.*
Table 14 Outline of Scheme of Assessment: GCE A Level Dance 
(Italics refer to subtitles used in the Specification)
UNITl 
PRACTICAL 
EXAMINATION 
Solo Choreography 
and performance.
40% of the AS 
marks (20% of 
total A level)
Practical examination set by AQA and 
marked by a visiting examiner
UNIT 2
COURSEWORK 
ESSAY 
Analysis and 
Recording.
30% of the AS 
marks (15% of 
total A level)
Candidates analyse the choreography and its 
performance that they presented for Unit 1.
Coursework marked by teacher, moderated 
by AQA.
UNIT 3
WRITTEN
EXAMINATION
Understanding
Dance.
30% of the AS 
marks (15% of 
total A level)
Compulsory short-answer questions and 
structured essay questions. IVi hour paper.
Written examination set by AQA, marked 
externally.
UNIT 4 
PRACTICAL 
EXAMINATION. 
Group
choreography.
30% of A2 
15% of the total 
marks
Practical examination set by AQA and 
marked by a visiting examiner.
UNIT 5 
PRACTICAL 
EXAMINATION 
Performance.
30% of A2 
15% of the total 
marks
Performance of a Set Dance. 
Performance from a notated score.
The practical examination is set by AQA 
and marked by a visiting examiner.
UNIT 6
WRITTEN
EXAMINATION
Appreciation:
Content and
Context
40% of the A2 
20% of the total 
marks.
Synoptic assessment, including the two set 
works. 3 hour paper.
Written examination set by AQA and 
marked externally.
(Anonymous 2001/2a, p.6)
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Following Sir Ron Bearing’s Review o f Qualifications for 1 6 - 1 9  Year Olds (1996) 
all A Level examinations became modular.^ Over a two-year course, the common 
pattern is to take Units 1 to 3 in the first year (the Advanced Subsidiary) and Units 4 
to 6 in the second year (the A2, which completes the A Level). The AS is equivalent 
to the first half of a full A Level award and is also a free standing qualification. A 
need to ‘maintain rigour and standards’ (Anonymous 2000b, p.3) and uphold 
academic credibility means that synoptic assessment is required; coursework is 
restricted to a maximum of 30%; and the board sets and marks all examination 
elements. Dealing also introduced key skills qualifications but, as with the GCSE, the 
A Level specification merely points to where it converges with these so they are not 
given further consideration here.
A series of different purposes are expressed in the specification. A general 
governmental aim in respect of modularisation is the first one stated and it requires 
‘candidates to broaden their studies and to defer decisions about specialism’ 
(Anonymous 2001/2a, p.5).  ^ The second aim is similar in character and refers to the 
need for all A Levels to provide ‘progression, fi-om Key Stage 4, through post 16 
studies and [to] form the basis for entry to higher education or employment’ 
(Anonymous 2001/2a, p.9)."* Progression is a concept, however, that appears to do 
more than merely ensure the provision of stepping-stones between the different areas 
of die broader national educational fi-amework and the world of work. It seems to 
have a substantial and complex impact on the shaping, ordering and delivery of the 
subject content. This is emphasised in documentation that accompanies the 
specification where it states,
the new AS Module 1 Solo: Choreography and Performance supports and 
develops the practical skills that have been assessed in GCSE Performing Arts: 
Dance. These practical skills are enhanced by Module 2 Analysis and 
Recording which requires students to reflect on their experience of 
investigating and choreographing their solo...the Advanced Subsidiary 
Modules facilitate the transfer and extension of skills at A2. Module 
1. . . enables students to acquire skills in solo choreography and develop the 
associated technical ability required to perform their solo dances effectively. 
Progression to Module 4...offers candidates the opportunity to choreograph 
and structure movement for other dancers’ bodies and skill levels.
(Anonymous 2001/2c, p.6) ^
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The specification was created by dividing the subject content of the old A Level into 
two (AS and A2). Originally the responsibility of the individual teacher, the 
specification now organises the material and determines the order of events; ‘units 4, 
5 and 6 build on the knowledge and skills introduced in Units 1, 2 and 3’ 
(Anonymous 2001/2a, p.7). Differentiation is not by outcome (marking the first three 
Units, whichever were taken, at the lower AS standard for example) but is by task and 
the Units form a predetermined hierarchy. This suggests a linearity of 
delivery/learning in spite of the supposed flexibility that allows any of the units to be 
examined in either year. Only Unit 6 is synoptic and cannot be taken in the first year.^
GCSE does not identify the level of difficulty similarly. For example, solo and group 
choreography have equal status for assessment purposes and it remains a matter of 
personal preference which the student presents. The A Level situates its choice in the 
context of requirements for progression. The bulk of the Teachers’ Guide for this 
specification is given over to explaining the steps in complexity demanded fi-om the 
Units. A problematic issue emerges since it appears to be the case that progression 
acts as a dominant, instrumental, mechanistic impulse superseding the rationale of 
subject-centred aims provided at the more proximal subject level. In character, these 
are similar to those expressed for GCSE (progression is important here too). The 
question that emerges is to what extent progression might operate as an overarching 
feature, whether subject-centred aims mitigate this, and for what reasons these 
tensions might exist.
Like the GCSE, GCE AS Level has four aims, identifying the need to
a. develop and extend the knowledge, understanding and skills needed to 
participate in, and communicate through dance, in a variety of contexts
b. engage in appreciation of the diverse, dynamic heritage of dance, 
promoting spiritual, moral and cultural development
c. encourage life-long learning and provide access to dance and dance-related 
interests and careers
d. foster imagination and creativity, and promote personal and social 
development.
(Anonymous 2001/2a, pp. 9-10)
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Aim c explicitly links to progression but there is no related assessment objective. It is 
a statement of hope.
A complex navigation of the implicit assumptions underlying the aims is necessary in 
order to expose their character of operation. Aim a, in the requirement to extend 
knowledge and skills, links to progression. It explicitly identifies participation as 
paramount, fi-om which knowledge and skills of either performance or choreography 
might be intended. Reference to communication, a concept generally claimed for arts 
subjects as justification for their inclusion in the curriculum, assumes, but does not 
state, that the contexts involved are artistic (rather than social, cultural or ritual for 
example, which it could equally well be). Again the knowledge and skills required 
could refer to either performance or choreography.^ Appreciation might also be 
included but is singled out for separate identification in Aim b. The only subject based 
statement in the introduction to the Scheme of Assessment declares, ‘candidates are 
expected to acquire experience of choreography and performance and to engage in 
critical thinking about dance’ (Anonymous 2001/2a, p.9). An art-based approach to 
the subject of dance, shared by GCSE, is indicated although, for example, 
choreography may also apply to other dance forms. The complex relationship between 
the explicit statements and underlying implicit assumptions is an issue which needs 
unravelling, particularly since there is a need to understand how power is constructed 
through the discourse.
A problem with curriculum design is that of linear presentation inadvertently 
producing hierarchies of value. Avoidance of this is attempted since a preamble in the 
specification states that the Aims are not listed in priority. This strategy may have a 
limited disruptive effect since value can be produced in other ways. Aims a and b, for 
example, have several related assessment objectives and feature in every module. At 
issue is the question of whether value is implicitly suggested and a hierarchy that 
affects the balance between the organising principles thereby constructed.
The Dealing Review stated that spiritual, moral, mental, physical and cultural 
development are the ultimate purposes of education. Aim b makes reference to these 
in its associated justification for the study of dance, although the inference might be
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drawn that it also suggests that appreciation alone brings these benefits. Aim d  is in 
similar vein, but uses language expressing a more child-centred approach.* However, 
it does link to Assessment Objective b (see below) in respect of the exercise of 
imagination/creativity within choreography; the descriptor for the top mark band 
requires that ‘the movement material is imaginative’ (Anonymous 2001/2b, p.9).
High value is placed on creativity in both the A Level and GCSE but how this might 
be recognised is subject to analytic debate at many levels, as a brief summary of a 
range of writers illustrates. For example, Boden (2004), a cognitive scientist, states 
that all forms of creativity rely on pre-existing conceptual spaces/forms, and that 
originality must be evaluated against its divergence from, and utilisation of, different 
artistic styles. Redfem, a dance theorist, similarly states, ‘rhythmic variety...might be 
just what makes for excellence in one context, it might in another prove totally 
inappropriate’ (1986, p.61). Smith-Autard, a pedagogical theorist, points to the 
element of surprise; dances which ‘lacked originality...were more predictable and 
‘academically sound’...it is possible to...distinguish the original and creative from the 
sound and ‘safe’ responses’ (1994, p. 129). This highlights a problematic aspect since 
both quantitative and qualitative judgements are required. Best, a philosopher, claims 
that although creativity is, in one sense, inexplicable, ‘to recognise something as 
creative is to employ objective criteria...originality is given its sense only against a 
background of the traditional’ (1985, pp.77-78). Hodgens, a dance theorist, widens 
this notion to include socio-cultural contexts; dance ‘is judged ...in relation to both 
the values that it reflects and those it creates’ (in Adshead 1988, p.96).
Each writer, with varying emphasis, points to the importance of conventions and 
values in judging creativity and thus to a further problem which needs consideration. 
Few practitioners, unlike Doris Humphrey (1959), have written handbooks that might 
be construed as convenient evidence of mles/values and critics do not always agree on 
interpretation of dances for various reasons, as Chapter 5 explores. There is thus an 
issue of where conventions originate and how they are identified, in addition to how 
they might be used creatively. A mere application of them is not sufficient (as the 
quotation from Smith-Autard indicates) so other layers of value are in operation. 
Adshead points to two fiirther factors: the role of the spectator as co-creator and the
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unstable nature of dance texts which give rise to ‘a range of discrete, overlapping, or 
quite distinct, interpretations’ (Adshead-Lansdale 1999, p.xii). The issue of how 
creativity might be recognised is a problematic area.
To summarise: the aims of the A Level identify three broad experiences (equating to 
the trilogy though not phrased as such), participation, communication, appreciation, 
and the associated knowledge/understanding/skills in which development and 
extension (progression) is required. Aims h, c and d also indicate wider benefits to the 
individual student, including personal, economic and instrumental aspects that the 
specification, in the main, does not assess. There are three associated Assessment 
Objectives, the same number as for GCSE, and these apply to both AS and A2. They 
are reproduced in Table 15 below, along with the associated units and their relative 
weighting within the scheme of assessment (for the AS alone - Units 1, 2 and 3 - the 
figures given would be doubled).
Table 15: Assessment Objectives 
(AS plus A2)
Unit Weightings (%) Weighting 
of AOs 
(%)
1 2 3 4 5 6
a Perform and interpret dance ideas 
with a sense of style, demonstrating 
an understanding of safe practice 
and of the technical and expressive 
requirements.
10 15 25
b Create imaginative dances with an 
understanding of current practice, 
whilst drawing on the conventions 
and traditions of the past.
10 15 25
c Comment perceptively and 
critically on the structural and 
expressive aspects of dance, 
demonstrating clearly the 
relationship between the context of 
dances and their realisation in 
performance.
15 15 20 50
Overall Weighting of Units (%) 
(Anonymous 2001/2a, p. 14)
20 15 15 15 15 20 100
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These objectives not only indicate what to do (perform, interpret, create, comment), 
but also what a student must have or exercise in order to do this well (understanding 
and critical perception). As with the GCSE doing and making is both practical and 
theoretical, and interpretation of style remains problematic.
The objectives point to specific subject content for each strand, for example, safe 
practice in performance, current and past conventions in choreography, or contextual 
background in appreciation. Although it appears to be carving out separate areas of 
knowledge, it seems that appreciation (as with the GCSE) runs through all the 
objectives, for example, interpretation of style is needed (performance) as is 
knowledge of conventions (choreography) and structural/expressive aspects 
(appreciation), although this is nowhere clarified.® Fragmentation of the subject 
content is militated against because Unit 6 is synoptic and integration is recommended 
within the proposed teaching methodology since ‘schemes of work could be written 
illustrating how links will be made between the content of each module’, paradigms 
and models for this are provided (Anonymous 2001/2c, p.23). The A Level, as with 
the GCSE, is presented as a single model of good practice.
Table 15 indicates that the three interrelated assessment objectives are treated 
differently within and across the two years. For the AS, performance and 
choreography are equally weighted at 10% each over one unit, while for A2 they are 
15% each over two units. Differentiation to make the second year more challenging 
seems clear since the A2 is also marked at the higher level, but it also has the effect of 
making this more practical in orientation. Only those students who continue into the 
A2 course will experience the practical and theoretical skills evening out to 50/50 
overall. An issue of balance and relative importance is highlighted.*® However, as 
with the GCSE, the published weightings are not as clear-cut as might first appear. 
Theoretical aspects for example seem to loom large in the AS at 30%. The subtitles 
for Units 2 and 3 (see Table 14) identify analysis and understanding as their focus but 
knowledge of the practical skills of performance and choreography also infiltrates 
these units. The balance is shifted between the three organising principles if all the 
knowledge pertaining to a particular strand, as opposed to just its practical 
application, is taken into account.
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This issue arises partly because of the value placed on integration as a teaching 
methodology and this is also noted elsewhere, for example,
composing, performing and appreciating.. .the GCSE dance and AS/A2 
examination syllabuses (sic) recognise the need to integrate learning across all 
three so that developing critical understanding of dances feeds the practical 
elements of performing and composing and vice versa.
(Jobbins 2003, p.l)
Placing greater emphasis on appreciation, in comparison to GCSE, is commensurate 
with study at the higher academic level. However, a wider concept seems to be in 
operation than Aim h indicates, its character disguised by the nature of the Unit 
subtitles and the associated Assessment Objectives. Aim b appears to characterise 
appreciation as being concerned solely with the dance heritage (synonymous with the 
social and artistic context stated as the business of appreciation at GCSE) but more 
must be intended since practical application of appreciation is also required. For 
example. Assessment Objective (b) wants the creation of imaginative dances and Unit 
6 (subtitled appreciation: content and context), which is the synoptic written paper, 
involves questions also requiring practical knowledge of the ‘life-style, health and 
well-being of the dancer’ (Anonymous 2001/2a, p.24).**
How far the character and functions of appreciation are articulated, is a question 
which thus continues to be highlighted although the terminology in use appears to 
reflect Adshead’s model of dance analysis (1988). (See Appendix G for summary 
charts). In Chapter 2 the significance of this model in providing theoretical 
underpinnings for appreciation within the O Level, and subsequently the A Level, was 
noted. Adshead points to the skills and concepts needed by choreographers, dancers 
and spectators in order to make interpretations and she proposes that appreciation is 
integral to all these seemingly different perspectives/roles/jobs. Hence, the implication 
within the A Level that appreciation is only to do with academic study of the dance 
heritage is an insufficient description.*  ^The specification appears to leave implicit the 
fact that appreciation, in any event, is using a wider conceptual framework within it.*^  
Indeed a hypofliesis for consideration is that the three organising principles for both 
the A level and GCSE, might be operating as three areas of knowledge (theoretical
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and practical), performance, choreography, and context (social, cultural, artistic, 
historical), which resituates the position of appreciation.
It is not possible to work out the relative proportions in the balance between the three 
organising principals with any accuracy if all knowledge for each is taken into 
account (unlike for GCSE), because the number, nature and proportion of marks for 
questions relating to practical performance and choreography in Units 3 and 6 has 
varied from year to year.
Before examining each strand in more detail it is worth noting briefly, to be fiirther 
addressed, other issues raised by Assessment Objective (b). These arise because of the 
intention that candidates demonstrate understanding of current practice at the same 
time as drawing on past conventions/traditions. This terminology can be variously 
interpreted but a range of inter-related questions are evident in respect of how the 
required knowledge is to be identified. Current practice is still evolving, has great 
diversity (as Chapter 5 illustrates) and sometimes produces little critical agreement as 
to its interpretation or its significance, so understanding, and how far this might be 
achieved, is problematic. Historical practice, being open to re-interpretation as was 
seen in Chapter 1, is also neither homogenous nor a closed area as might be assumed 
from the specification. Thus in addition to the point in respect of understanding 
applying here, how candidates might demonstrate usage of different conventions at 
the same time is a related issue. This notion of simultaneity raises questions in respect 
of the relative distribution of value between current and past practice and how this 
might be operating. Additionally, what would count as imaginative in all these various 
circumstances, given the previous discussion in respect of creativity, remains 
problematic.
Assessment Objective (c) gives rise to another related difficulty in respect of 
historical and current practice. There is a requirement for clarity in the relationship 
between the context of dances and their realisation in performance. This is significant 
in other documentation too since in respect of Assessment Objective (a) candidates 
performing at the A/B boundary must demonstrate ’clear communication of the dance 
idea’ (Anonymous 2003b, n.p. Emphasis added.).The overriding problem is the
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character of the relationship between meaning, content and context since this has an 
impact on how far clarity might be identified, or indeed what would count as clarity 
here. As with GCSE, a notion of intentionality is relied upon but postmodernism, as 
outlined in Chapter 1, might be seen to challenge all these aspects; an issue requiring 
further consideration later in this chapter.
Having examined the manner in which the aims and objectives of the specification 
operate, the discussion now turns to the subject content. It was seen in Chapter 3 that 
in the GCSE there is an attempt to identify this separately for each organising 
principle but a pick and mix solution is employed at A Level. It lists a generic area out 
of which ‘the six modules each provide specific ways in which the core content is 
delivered’ (Anonymous 2001/2a, p. 16). Although the content is laid out differently, it 
is similar to GCSE, as is demonstrated by the discussion below.
Movement components given as the constituent features of dances at 10.3 are similar 
to GCSE. (The numbering refers to paragraphs in the specification.) 10.3 also includes 
sub-headings for dancers, the aural and physical settings and, if taken together with 
10.2 the form, function and context of dances, 10.4 the form of dances and 10.5 the 
significance of dances, the influence of Adshead’s model is clear in both the 
framework and the terminology used. The A Level, however, shares with GCSE an 
incomplete description of the possible physical settings used by choreographers. Lea 
Anderson’s Flesh and Blood (1989) for example, a set work for A Level (see 
Appendix C) was studied in the version created for video and used site specific 
material. Newer digital environments (for example film, video, cyberspace, virtual 
reality) are not included in the subject content unless they are considered to be part of 
the catch-all phrase, ‘formal, informal’ settings, which would appear rather minimal 
for such a significant area which is developing its own techniques, conventions and 
approaches (Anonymous 2001/2a, p. 16). This gives rise to a further question of how 
cumbersome and bureaucratic specifications respond to changes in the art form.
Written examinations have included questions relating to the use of video in spite of 
this lack of clarity in the subject content: ‘identify the differences you might expect to 
see between a live performance and a video presentation of a dance. Discuss how
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these differences may affect your understanding of the work’ (Anonymous 2002j, 
n.p). This demonstrates one difficulty of identifying generic subject areas since the 
supposed all encompassing content, in effect, consists of an amalgam of the features 
of pre-existing styles/genres and can thus never be considered closed. Future 
developments may introduce unforeseen areas and not just remix the existing palette. 
For a specification that has understanding of current practice as an aim this is 
particularly problematic since postmodernism is challenging existing forms; historical 
forms and modernism are open to re-interpretation; and new technologies are 
developing apace. A further question is therefore what impact this essentialised and 
reductive approach to knowledge, as it is expressed within the subject content, has for 
the operation of the organising principles and the way that they are characterised.
10.4 the form of dances, provides a list of choreographic devices,
structural elements in dance: motif/phrase development, variation, repetition, 
contrast, climax, balance, proportion, logical sequence and unity; 
structural elements in music: pitch, melody, polyphony, harmony, volume, 
dynamics, time signature, (beat), rhythm, phrase, cadence; 
sectional structures in dance and music: binary, ternary, theme and variation, 
canon, rondo, episodic.
(Anonymous 2001 /2a, p. 17)
This terminology has its antecedents in historic modem dance, as illustrated in 
Chapters 1 and 2. It is musically driven in the main and, taken together with those 
listed as elements in dance, appears to link readily to approaches favoured by 
mainstream modem dance and ballet (the genres listed when A Level dance was 
introduced). Furthermore 10.4 also lists some basic relationships of dance to music, 
‘direct correlation, music visualisation, call and response, identification or 
enhancement of mood or character, narrative, mutual coexistence, disassociation’ 
(Anonymous 2001/2a, p. 17). Although the latter two might indicate some current 
practice as well as approaches introduced by Merce Cunningham, how far these 
formal structural elements and dance/music relationships are applicable across the 
range and to what kind of dance they point are also questions which arise. They 
already appear problematic in respect of British New Dance, for example, which was 
seen to be associated with multi media presentations favouring discontinuity and in 
Chapter 5 it is indicated that these types of presentation continue to be explored.
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The possibility of non-musical accompaniment being used, or of dance having 
relationships to other elements, is thus not fully considered within the subject content. 
Some of those relationships listed for music might be thought to be relevant to 
physical setting for example, but they might also involve such devices as collage, 
divided screens or special effects within video/digital environments. Choreography 
might also be said to exist within the editing techniques in certain types of made-for- 
video dance and not just in the dance material which is depicted. For example, in 
Davies’s Wyoming (1988), an A Level set work for 2006-08: the camera encircles a 
dancer who remains motionless; the dance phrases are chopped up, fi-agmented and 
reorganised by editing; and a hand held camera is used to bring the spectator into a 
close proximity with the movement that only another performer would usually have. 
These effects have considerable impact, producing narrative aspects which were 
absent fi-om the live version (Sanders 2005). These complex relationships between the 
dance and physical setting are issues largely ignored in the specification as a result of 
its focus on musical aspects.
10.5 the significance of dances requires exploration of the ‘character of the dance, 
type of subject matter, treatment of subject matter, qualities of the dance and its 
contributory parts’ (Anonymous 2001/2a, p. 17). The function of the spectator in some 
postmodern work might not conflate with this list since there is not always a simple 
separation between the roles of spectator, choreographer and performer as Chapter 5 
explores. Again the issue arises of how far subject content might be responsive to 
current practice.
10.6, the dancer in action, involves knowledge of the demands made in practice and 
performance on the dancer’s body. It provides the basis for the safe studio practice 
content introduced into the GCSE specification and thus progression between the two 
specifications. 10.6 is subdivided into physical skills, safe practice and health.*  ^The 
core subject area here appears to be knowledge-based, whereas GCSE identifies the 
processes involved. Skills emerge briefly in 10.6 in reference to rehearsal procedures; 
‘repetition, practice, accumulation/development of movement...development of 
movement memory, sensory feedback’ (Anonymous 2001/2a, p. 17). This terminology
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suggests both knowledge and the processes needed to acquire it. The relative status of 
knowledge and process/skills Avithin the specification is a problematic issue.
There are other problems associated with identifying generic core subject content. An 
odd omission occurs at 10.6 where development of strength and stamina are identified 
as necessary physical skills but flexibility and co-ordination are not. Yet these have 
formed the basis for questions at Units 3 and 6. For example, ‘from your studio 
practice identify two exercises, one for the spine...explain how each exercise may 
help a dancer prepare for this moment in the dance [an illustration of a dancer with 
her torso in deep hyperextension is provided]’ (Anonymous 200If, n.p). The mark 
scheme identifies ‘port de bras/back bends/extensions... [to] develop flexibility of the 
upper spine’ (Anonymous 2001c, n.p) and clearly expects this knowledge from the 
candidate.
Differences in the subject content between GCSE and A Level are, however, minor. 
For example: focus is an expressive aspect of performance for GCSE rather than a 
spatial component; and timing and phrasing are categorised as interpretive skills for A 
Level but as aspects of dynamics for GCSE. Although these slight variances may 
disturb notions of progression, in most respects the content is similar, and the chief 
difference appears to be one of level, not conceptualisation. The A Level makes scant 
reference to style, noting merely that ‘in studying different dances and different 
genres the comparative importance of constituent features, form, function and context 
will vary’ (Anonymous 2001/2a, p. 17). How they might vary is left for individual 
teachers to discern. In 10.7 however, notation as a tool for reading and writing dances, 
recognition of style is required as a feature of analysis. This is problematic because, 
as for GCSE, generic universalising descriptors disguise, rather than clarify, the 
principles by which this might be recognised. Additionally there is a lack of serious 
stylistic studies in the dance literature on which the specifications might draw to 
clarify these issues.
Notation is an area not included at GCSE. Its inclusion within the A Level as a tool 
for ‘analysis...[and] recording’ (Anonymous 2001/2a, p.20) indicates an acceptance 
that other tools exist. As outlined in Chapter 2, notation was seen as a method for
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introducing a language for analysis in the O Level so its purpose has clearly changed. 
A hypothesis is that the character of its deployment within the terminology of the 
specification and the associated documentation is disguised. The manner in which 
notation is core to the subject content appears to be different in kind to the knowledge 
listed at 10.2 through to 10.6. The specification prescribes either Benesh or 
Labanotation but reveals that ‘other appropriate diagrammatic forms’ are also credited 
(Anonymous 2001/2a, p.20).** The three organising principles do not of necessity 
include notation. There are other ways of recording dance and, although useful as a 
contribution to making an analysis, there are other ways of analysing dances.
This is not to denigrate the usefulness of notation but to point to its different status 
within the knowledge-base; it is possible to perform, create and analyse dances 
without it. Privileging it within the subject may link to a point raised in Chapter 2 
regarding the importance of academic credibility to the newly emerging public 
examinations in dance. These needed a construction of the subject as intellectually 
challenging and hence cooption of a complex symbolic system for recording 
movement was a useful strategy. With the advent of new technologies other tools are 
being produced that might be perceived as being equally appropriate or of more use to 
students. Computer programmes such as Life Forms, the range of Cdi multi media 
resources produced by Smith-Autard (as Bedford Interactive), or the 
AnyBodyCanDance CD-Rom, fi*om Scottish Youth Dance, for example, could be used 
for choreographic assignments. The latter resource, for younger children, provided 
pupils ‘a springboard to take their dances on to new levels of complexity’ (Oliver 
2003, p. 12). Dance is forging new relationships with technology and being conversant 
with the technology, in and of itself, is also becoming increasingly valued by the 
government and society. Issues surrounding the difficulty of identifying a generic 
core subject are highlighted at a time when change is rapid.
Having raised some of the difficulties, the question of how the six units clarify the 
generic area can now be explored further. Each unit identifies separate areas of 
knowledge fi*om within the core.
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Table 16: AS Module 
1 - Solo Choreography 
and Performance
Experience of choreographing and performing a solo dance is 
central to this module. Study will focus on:
11.1 Subject Matter Investigating the subject matter of dances
11.2 Components Ways in which this subject matter is transformed into dance. 
Attention should be paid to: selection and transposition of the 
movement components, the setting of the solo choreography, 
any accompaniment for the solo.
11.3 Structure The structure of the solo choreography in terms of: the 
choreographic devices used, the form of dance, the 
relationship of the dance to any accompaniment.
11.4 Technique The technical ability to perform the selected movement 
effectively.
11.5 Rehearsal Understanding the process of rehearsal procedures necessary 
to bring the solo choreography to performance.
11.6 Programme 
notes
Preparation of concise programme notes to include: title of the 
dance, identification of any accompaniment, name of the 
dancer, a brief statement which captures the essence of the 
solo.
(Anonymous 2001/2a, p. 19)
Table 16 illustrates how issues of style are implicit since this clearly has a bearing on 
how choice is made in respect of components and structure. To assess this Unit the 
board sets an examination paper with four questions, fi*om which the candidate selects 
one. Typically a range of different starting points is provided, for example a piece of 
music, a poem, a sculpture or a painting.
Questions are phrased to be open-ended enough to allow a variety of responses, but 
not too open. For example, ‘choreograph and perform a dance study in diagonals, 
leading to suspension and falling’ (Anonymous 200le, n.p). After the examination it 
is revealed that diagonals should involve three dimensions since they lead ‘so 
logically into suspension and fall’ (Anonymous 200Id, p.8); falls should use ‘the 
whole body weight...fi*om a suspension...[but] occasionally falls crashed to the floor 
with little heed for safety’ (p.8); and the word study restricted choreographic choices 
to an abstract range, ‘a dance study is a movement composition designed to explore 
and embody movement concepts. Any scenario, ‘story’, or extraneous imagery is 
irrelevant’ (p.8).
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The words of the question are in fact to be narrowly interpreted. Crashing falls, for 
example those involved in the diving, Euro Crash style of Wim Vandekeybus, which 
might otherwise have seemed an appropriate response are ruled out and the comment 
that ‘the expressive qualities of three-dimensional diagonals might so often [have 
been]...enriched by the pectoral girdle rotating to a different front from that of the 
pelvis’ (Anonymous 200Id, p.8) if candidates had thought of it implies a particular 
stylistic attitude to the use of the torso by examiners that seems to owe much to the 
flexible use of the upper spine by Richard Alston or the spiralling actions of the 
Graham technique.
Clarification is found in the mark scheme for the question. The ‘embodiment of 
falling (shift of weight beyond support, loss and regaining of control)’ (Anonymous 
2001c, p.4) is awarded but the Subject Report illustrates this excludes a complete loss 
of control. Restricting of responses is further confirmed since there is a statement that 
‘the solo choreography must derive directly from the question chosen, it should not be 
viewed as a stimulus’ (Anonymous 2001/2c, p.7. Emphasis added). This reductive 
approach needs further consideration since it appears possible that candidates could 
produce interesting, imaginative and possibly excellent dances that might not be 
awarded marks. Creativity and value are again highlighted but now they might also be 
seen as contradictory issues since the type of creativity which is involved here is 
constrained. Indeed this aspect causes anxiety among teachers;
the Marks Scheme for Unit 1.. .appears to suggest that there is only one way of 
answering tasks. In a creative art, surely we should be encouraging open- 
ended responses? Yet we feel we are trying to second-guess the Mark Scheme 
because of our concerns that students will be penalised for not ‘answering the 
question’ in the expected way.
(Cowlishaw 2002, p. 19)^ ®
The programme note acts as a further pressure to close down the examiner’s 
interpretation.^  ^A concise statement of the candidate’s intention has to be provided 
and this pre-determines the framework through which the examiner perceives the 
quality of the dance. Choreographic questions are thus treated similarly to written 
questions because candidates have to stick to a pre-determined point and address the 
issues logically. Although some choreographers in the professional world might work 
in a similar way, this is not a life-like operation in the main as the discussions in
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Chapter 5 and 7 indicate. The issue to be considered is how far assumptions of 
transparency and the needs of assessment drive the approach required by the 
specification.
Several related aspects, previously highlighted, link to intentionalist assumptions not 
the least of which is the issue of clarity.^  ^ Candidates’ intentions are required to be 
completely transparent hence they are placed in a privileged position in respect of 
their work. A poorly expressed programme note can undercut an accurate 
choreographic answer, which in turn means that the programme note is in the 
privileged position since the written explanation can be seen to over-ride the 
choreographic explanation available to the examiner through the dance.^  ^ A very 
particular type of reductive process appears to be in operation. Discussion of Unit 2 
will further develop some of these points, suffice it now to state that contemporary 
choreographers do not usually provide copious programme notes preferring, in the 
main, to let their work speak for itself.
The only mark scheme pre-published in respect of Unit I is for performance of the 
solo. This is not specific to the choreography presented but is generic and is thus 
deemed suitable for publication whereas choreography is specific to the question and 
so is not revealed (as in the case of questions in written examinations papers).
Table 17:
Unit 1 Mark scheme for performance
Bodily Skill: extension and contraction, rotation Up to 4 marks
Bodily Skill: whole body participation and/or isolation Up to 4 marks
Bodily Skill: locomotion, elevation (and landings), supports 
(static or ephemeral)
Up to 4 marks
Spatial control and eloquence, in individual space (and in 
stage space as used)
Up to 3 marks
Dynamics: embodiment of a range of dynamics in the chosen 
genre
Up to 4 marks
Rhythmic control and eloquence, phrasing Up to 2 marks
Focus (imaginative or actual), projection (communication 
with/impact on audience)
Up to 2 marks
Interpretation/embodiment of the dance idea) as stated in the 
programme notes)
Up to 2 marks
(Anonymous 2001/2b, p. 9) 25 marks
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Table 17 illustrates that physical skills are valued over interpretive skills, for which 
only a maximum of six marks is awarded. An issue arising is the division of the 
categories since their application will necessarily be specific to the performance of 
individual dances. A preferred range, as with the GCSE, is discernible and appears to 
place certain styles at a disadvantage even when dances using these have been 
selected as set works for study. In the third category for example, it is unclear how 
four marks might be awarded for supports when performing a style such as that in Lea 
Anderson’s Flesh and Blood (1989) which contains small hand gestures, scant 
locomotion and no elevation.^  ^ It is also not clear how pedestrian qualities might be 
assessed since it is difficult to map these onto the implied expectations within the 
descriptors above. While A Level candidates might not be expected to make work 
which pushes at the boundaries of convention they are working within a specification 
which aims to utilise current practice. This can be seen as problematic given the 
restrictions apparently being imposed. It was seen in Chapter 3 that GCSE candidates 
are similarly discouraged fi*om presenting pedestrian styles for assessment.
One further comment is worth making. In the first Subject Report for the AS it states; 
‘in some centres the solos presented for Unit 1 far outshone the solo work presented 
for the legacy syllabus...many examiners felt that the direct relationship between Unit 
1 and Unit 2 had helped candidates to analyse their choreography in more purposeful 
ways’ (Anonymous 200Id, p. 10). An alternative hypothesis might be that application 
of one process, geared towards the type of assessment being made, produced the type 
of choreography that easily met the mark scheme. It would seem almost miraculous if 
two terms of work produced better solos than at the end of a two year course.^^
Table 18:
AS Module 2: 
Analysis and 
Recording
Central to this module is critical engagement in
• the processes of investigating, experimenting, selecting, 
choreographing and recording dances,
• the necessary technical and performance training,
• appreciation of the ways in which the subject matter of 
dance is demonstrated in the context of its performance.
12.1 Analysis Analysing dances, in particular the candidate’s own Solo 
Choreography and Performance ... in terms of the following key 
feature:
• the choice of subject matter for dances
• the selection of movement to ensure relevance to the 
subject matter
• the choreographic devices and form of dances
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• the significance of the dance in relation to the subject 
matter chosen
• the content of the subject mater and the ways in which it 
informs performance conventions and traditions.
12.2 Recording Ways of recording key features of dances such as salient 
positions, actions and locations or floor plans using basic skills 
in Benesh Notation, Labanotation or other appropriate 
diagrammatic forms.
12.3
Communication
Efficiency in communicating results of the analysis in essay 
form using words accompanied by notation, floor plans or other 
appropriate diagrammatic forms.
12.4 Physical and 
interpretative skills
Developing and recording physical and interpretative skills to 
ensure
• application of effective rehearsal processes
• efficient performance.
(Anonymous 2001/2a, p.20)
Features considered central to this module appear to be those necessary for successful 
outcomes in Module 1, but this is not explicitly stated. This is an example of how the 
character of appreciation is masked. Style is again an issue since specific conventions 
will underpin how choices and selections are made in respect of the candidate’s solo 
and thus any analysis vyill have to elucidate this. The published mark scheme indicates 
that a particular type of choreographic and evaluative process (investigating, 
experimenting, selecting) is required.
Table 19:
Unit 2 Mark scheme - Choreographic Investigation
A1 : structuring of dance: choreographic devices and form of 15 marks
dance
A2: transposition of the dance idea 10 marks
A3: physical and aural setting 5 marks
Technical and performance training
Bl: evaluation of physical and interpretative skills 7 marks
B2: technical training 4 marks
B3: rehearsal process 4 marks
Notating movement
Cl : structuring devices and their development 7 marks
C2: salient positions and actions 5 marks
C3: acknowledging locations and floor plans 3 marks
60 marks
(Anonymous undated-d, n.p)
This mark scheme is applied so that notation, in and of itself, is not rewarded. 
Training material provided at standardising meetings reminds teachers to ‘ensure
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there should be no duplication in the award of marks for exactly the same material in 
A1 ’ (Anonymous 2003a, p.6). Analysis is the skill that is required and thus no matter 
how accurate the notation is it does not receive a mark for repetition of information 
already described in words. This re-emphasises the fact, discussed earlier, that it is 
valued only as a tool, which disguises the potentially problematic relationship 
between the symbolic system, the analytical processes involved in applying it and the 
subtle differences between its encapsulation of the movement and the description in 
words of this, which might be said not to be synonymous; ‘recording’ suggests a 
disembodied process which precludes notions of implicit interpretation in its 
assumptions of objectivity. These are issues lying outside the scope of the discussion 
but this brief acknowledgment of them highlights some of the underpinning attitudes 
which are disguised within the specification.
Exemplar material provided by the AQA indicates the type of responses which are 
rewarded, thus ensuring further dissemination of those preferred. The principal 
examiner’s critique of a teacher-marked essay states that,
the candidate comments upon the use of ‘chance method’ as a way of 
exploring structure.. .the candidate gained marks for evaluation of this process, 
acknowledging that it ‘created too much repetition so I abandoned it’...[while 
in another coursework essay] the candidate rejected this method because [she] 
found using it would be far too repetitive.
(Anonymous October, 2000, n.p)^ ^
This raises questions as to why repetition was not appropriate and how chance was 
being used since it does not, of necessity, elicit burdensome repetition. In works such 
as Lea Anderson’s Flesh and Blood (1989), for example, recurring material is a 
characteristic feature. The comments in the quotation imply that specific unidentified 
style conventions are in operation on the part of examiner and the candidates.
Use of the word transposition in the mark scheme is significant. It implies that one 
thing can be transmuted or transformed into something else with its identity still 
apparent and intact in the new context. The impact of this notion is further considered 
in Chapter 6 since it appears highly problematic. A direct correlation between the 
dance idea and the movement chosen is required, for example, based upon an 
illustration of a wooden sculpture ‘the candidate is able to link the qualities of the
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sculpture ‘heavy, strong, solid’ with movement qualities, and the spatial image and 
stance of the figure with the candidate’s own stance’ (Anonymous October, 2000, 
n.p.). Intentionality again appears an issue.
In the coursework essay, candidates are expected to ‘discuss how they experimented 
with different improvisation and choreographic methods whilst devising material for 
the chosen task’ (Anonymous 2001/2c, p. 18). Possible responses have been shown to 
be restricted under constraints already operating in Unit 1 mark schemes. The mark 
scheme for Unit 2 allows only 10 marks for explaining the methods of devising the 
material whereas structuring the dance has a potential 22 (notation included). A single 
type of hierarchical process appears to be encouraged by the interaction of these two 
Units: investigating and researching the question; transposing this into some clear 
ideas; experimenting with specific ranges of movement in the light of this; selecting 
fi-om this movement; choreographic devices are then brought into play; and finally the 
dance is shaped and structured using evaluation in direct correlation to the chosen 
task. The intention or answer is known in advance of the exploration and movement is 
chosen to exemplify it; in other words, the dance is secondary. Issues here are what 
kind of process is entailed, what its character may be and how far this might address 
current practice. For example, Shobana Jeyasingh, who has had three works identified 
for A Level over time, and whose repertoire would be studied by A2 candidates, 
describes different methods. In speaking of (hjinterland (2002), she states;
normally when you choreograph in the studio you start with fragments that 
begin to make sense and by the time you leave the studio you have a dance 
narrative. But when we left the studio we had no narrative whatsoever. We left 
with uncomposed fragments. It was only when we got to Greenwich [one 
week before the opening night] that I assembled all the other elements. I didn’t 
know which element was going to be my guiding principle: would I take my 
hint fi*om the dance, the webcast, the music? I didn’t want to pinpoint 
beforehand what that would be...I tried to leave everything completely 
unresolved.
(Jeyasingh in Hale 2003, p.44)
The basis of understanding in Units 1 and 2 will also affect a candidate’s 
conceptualisation of the subject content that is examined at Unit 3, which is identified 
in Table 20.
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Table 20:
AS Module 3 - 
Understanding 
Dance
Two stands are central to this module:
• an understanding of basic dance studio practice
• an understanding of the constituent features and forms 
of dance.
13.1 Dance Studio 
Practice
• the distinction between interpretative skills and 
physical skills
• action as experienced in the dance studio
• training, the build up and expenditure of energy
• safe practice
• ability to record, comprehend and interpret simple 
movement ideas in notated or diagrammatic forms.
13.2 Constituent 
features and form of 
dances
• Identification of movement components, the dancers 
and the roles danced, the setting, lighting, costuming 
and accompaniment
• Identification of choreographic devices, structural 
elements and the ways these interrelate
• Recording of the components, devices and elements in 
notated or diagrammatic forms
• Discerning of the significance of the dance, including 
it subject matter and treatment, its context in current 
dance repertoire, both live and recorded, and the 
context of its origin.
13.3 Set Works The candidate selects a set work for study from a prescribed 
list.
(Anonymous 2001/2a, p.20)
Content at 13.2 is assessed in questions such as ‘discuss how features shown in [an 
illustration of costumed figure in movement is provided] might be used in 
choreography. Focus on the ways the design and stance might be exploited in the 
movement, dynamics and space’ (Anonymous 2001a, n.p). The mark scheme awards;
analysis of significant features of the design/posture that might inspire 
choreographic ideas/themes: eg stance, perceived cultural/historical context, 
use of costume as accessory/prop, costume fabrics, design on fabrics etc. 
Description/discussion of possible movement ideas: eg. motif(s) incorporating 
the stance/gestures/positions of the arms/feet. Description/discussion of 
possible relevant dynamic qualities: eg. sharp/thrusting gestures [visible in the 
original illustration]...description/discussion of possible spatial patterning... 
pathways/floor patterns drawn fi’om illustration.
(Anonymous 2001b, p. 12)
Again the point is reinforced that candidates should be taught a particular concept of 
the creative process since the illustration has a direct correlation with the movement 
choices that are made.
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The final bullet point of 13.2 indicates a problematic area in respect of how 
significance is to be discerned. Part of the process for understanding is not required 
for AS since ‘comparative and evaluative judgements are not expected...it is the 
coherent level of analytical and interpretative detail coupled with an understanding of 
the context of the set works which marks the progression fi-om Unit 3 to Unit 6’ 
(Anonymous 2001/2c, pp. 12-13). A clear distinction in the level of contextual 
knowledge is apparent for purposes of differentiation but it leaves understanding 
enfeebled at AS.
Table 21 gives details of the Unit 6 content. Attention is drawn to the breadth of 
context necessary at this level in comparison to Unit 3.
Table 21:
A2 Module 6 - 
Appreciation: 
Content and Context
This module encapsulates the synoptic nature of dance with a 
primary focus on critical analysis and interpretation of dances, 
of the context in which these are presented and from which 
they are derived. Two set works are central to these studies.
16.1 Analysis and 
interpretation
Analysis and interpretation of performance seen live or in 
recorded form:
• the significance of the character of the dance, its 
subject matter and treatment, in interpreting and 
evaluating dances
• the form of dances and its importance in underpinning 
effective communication of the subject matter
• the constituent features of dances including movement 
components, dancers, the physical and aural 
environments and the relevance of these features in 
embodying the subject matter.
16.2 Place in current 
theatre dance 
repertoire in the UK
Recognising the place of dances in the current theatre 
dance repertoire in the UK. Consideration should be given 
to choreographers, companies, dancers and other artists 
involved in terms of their contribution to the dances 
studied and to the theatre dance repertoire in the UK.
16.3 Context and 
function of dances
Understanding the context and function of dances and the way 
in which subject matter, form and constituent features change 
and vary in importance according to the function of the dance.
16.4 Nature of dance 
and dancing
Comprehending the nature if dance, of dances and of dancing, 
the role, life-style, health and well-being of the dancer.
(Anonymous 2001/2a, p.24)
The use of the word, ‘embodying’, in the final bullet point of 16.1 raises questions in 
respect of the type of processes discussed above. A hypothesis would be that a
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mainstream, abstract-expressionist modernism, as outlined in Chapter 1, infuses the 
creative and analytical processes.^^ Table 21 makes no mention of the spectator in the 
interpretative process, implying this is unproblematic. The role of the spectator varies, 
for example: passive reception; emotional involvement; intellectual decoding; or 
actively generating intertextual meanings, as Chapter 1 also indicated. This is not an 
inclusive list, the point being that there are different roles and that current practice 
seeks to explore and challenge these. It is not the intention here to discuss the 
philosophical aspect of how meaning is ascribed to a dance work, for example, 
whether embedded as symbolic representation or presented in a semiotic manner, but 
rather to question whether one particular aesthetic infuses the specification, one which 
is not made explicit.
Table 22:
AS Module 4 - 
Group Choreography
Choreographing, preparing and presenting work for 
performance are central to this module. Study will focus on:
14.1 Subject Matter Researching the topic to ensure sufficient understanding for 
the creation of movement material.
14.2 Components Transformation of the topic into dance. Attention should be 
paid to
• critical selection of movement components and their 
transposition into dance
• the setting of the Group Choreography
• selection, preparation and presentation of any 
accompaniment of the Group Choreography.
14.3 Structure The structure of the Group Choreography in terms of
• the choreographic devices used including balance and 
logical sequencing. Particular attention should be paid 
to sectional structuring of the dance with its 
accompaniment
• the form of the dance particularly as it involves both 
the relationship between dancers, and that of dancers 
to the physical setting and any accompaniment.
14.4 Effective use of 
dancers
The ability of the dancers to perform the selected movement 
effectively. Attention should be paid to choreographing the 
movement appropriately for the dancers’ bodies and skill 
levels.
14.5 Rehearsal Understanding and managing the process of rehearsal 
necessary to bring the Group Choreography to performance.
14.6 Programme 
Notes
Reparation of concise programme notes to include.. .a brief 
statement which captures the essence of the Group 
Choreography.
(Anonymous 2001/2a, p.22)
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Issues identified in relation to Unit 1 apply in respect of the creative processes 
expected for A2, listed in Table 22. As with Unit 1, mark schemes modelled in the 
Teacher’s Guide confirm the assumption of direct causal links between the question 
and the movement chosen. Differentiation is important for A2 and not the type of 
process expected; ‘group choreography clearly demands a higher level of skill than 
that required for the solo task’ (Anonymous 2001/2c, p.9).
Due to this similarity of expectations there are only three issues to discuss. At 14.3 the 
need to pay attention to accompaniment for sectional structuring further clarifies the 
importance of music; the highlighting of balance and logical sequencing is suggestive 
of a specific range of mainstream styles; 14.4 and 14.5 link to the material at 10.6, 
Assessment Objective a and issues of safe practice. This in turn is a feature of 
progression fi-om the National Curriculum for England and Wales, which was seen to 
place dance within PE fi-ameworks and hence might be expected to value this type of 
knowledge. Content has changed slightly over time since its inception in 1988, but 
health related areas featured consistently. All programmes of study for physical 
education (including dance) in the period of development for the A Level 
specification required that,
to ensure safe practice pupils should be taught to:
• be concerned with their own and others’ safety in all activities 
undertaken;
• understand the importance of warming up for, and recovery from, 
exercise, thus preventing injury;
• adopt good posture and the correct use of the body at all times;
• lift, carry and place equipment safely;
• observe the rules of good hygiene;
• understand why particular clothing, footwear and protection are worn 
for different activities;
• understand the safety risks of wearing inappropriate clothing, footwear 
and jewellery; and
• respond readily to instructions and signals within established routines 
and follow relevant rules and codes.
(Anonymous 1992, p.3)
The revised National Curriculum Orders in 2000 list knowledge and understanding of 
fitness and health as one of four core programmes of study for physical education. 
More specifically, for example. Unit 4 Dance Activities, for years 10/11, has the 
following learning objectives:
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• to monitor exercise and fitness levels for themselves and/or others 
related to their dances
• to devise, implement and monitor their own and/or others’ exercise, 
conditioning and fitness programmes using principles of safe and 
effective exercising
• to recognise and evaluate the impact fitness has on performance in 
dance, and dancing has on personal fitness.
(Anonymous 2000c, p.4)
Connections with the subject content for safe practice at A Level and GCSE are clear 
and need no further elaboration. This is an example of how far PE frameworks affect 
the subject content of dance but the question remains in respect of how appropriate 
these are since they appear to lead to the overvaluing of performance aspects to the 
odetriment of the two other strands. Indeed fitness aspects, as are envisaged in the 
specifications, might not be thought, necessarily, to apply to various styles of dance, 
such as certain pedestrian or minimalist forms.
Table 23:
AS Module 5 - 
Performance.
Central to this. ..is the solo performance of a Set Dance chosen 
fi-om those prescribed for study. The selection of Set Dances 
recorded in.. .Benesh.. .and Labanotation together with the 
taped accompaniment will be sent to centres early in the 
Spring Term of the year of the examination. Candidates are 
required to perform one dance... in addition candidates are 
required to demonstrate their skills in reconstruction by 
performing, from the notation system of their choice, a short 
dance of 32 bars which includes sectional repeats. The scores 
for the dance will be distributed on the day of the examination.
15.1 Interpretation Learning the Set Dance intelligently to interpret and perform 
the style appropriately.
15.2 Analysis Analysing the choreography of the Set Dance to determine 
and interpret the form.
15.3 Communication Communicating the significance of the Set Dance in terms of 
its character, subject matter, treatment of subject matter and 
qualities.
15.4 Projection Projecting the dance in performance using physical and 
interpretative skills effectively.
15.5 Reconstruction 
firom Benesh 
Notation or 
Labanotation
Reconstructing features of a dance such as duration, rhythmic 
structure, spatial patterning, form and movement content.
15.6 Realising the 
score in performance
Determining strategies for decoding and performing the dance 
fix)m the score within the limited time. These should include 
ways of identifying, managing and progressively building 
material to realise the score in performance.
(Anonymous 2001/2a, p.23)
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Appendix E lists choreographers for the set dances and indicates the traditional and 
mainstream styles that have been preferred, for example, Micha Bergese, Christopher 
Bannerman and Robert North all belong to the modem dance heritage of LCDT.^  ^
Interestingly, Janet Smith has New Dance antecedents, however, the influence of 
historic modem dance is still present because her studies with Eric Hawkins in the 
USA encouraged a musicality of approach and perhaps this characteristic illustrates 
why she was commissioned twice (Mackrell 1992). Although the Unit 1 mark scheme 
for performance is generic, the set dances are individualised because capturing their 
style is significant.
Table 24
Unit 5 Performance
Echo and Narcissus (1987), Graham Lustig
Mark Scheme for set dance 
(ballet for males, ballet for 
females, modem dance)
Bodily skill: balance, tension and countertension, 
extension and contraction, central and peripheral 
movement, awareness of two and three dimensionality 
(these requiring varying emphases in the three dances) Up to 12 marks
Dynamics: impulse and impact, phrasing Up to 8 marks
Spatial clarity: in stage space, in individual space Up to 8 marks
Focus: inward and outward, near and distant, the pool, 
the image in the pool, the sound of the echo etc Up to 4 marks
Projection Up to 4 marks
Interpretation: of the dance idea, of the music Up to 4 marks
(Anonymous 2001/2b, p.26)
The Labanotation score for the male ballet version of Narcissus outlines, for example, 
the narrative context within which the performance should be framed;
an Ancient Greek myth predicted that Narcissus would Tive to a ripe old age 
provided that he never knew himself. He was so handsome that others, like 
Echo, pined for his love. The Gods, angered at Narcissus’ conceit, punished 
him by letting him fall in love, but denying love’s consummation. Whilst 
drinking fi*om a clear pool he fell in love with his own reflection: realising that 
he could never attain his heart’s desire, he stabbed himself. From the blood- 
soaked earth sprang the white flower called Narcissus.
(Siddall 2001, p.48)
A floor plan is provided in the score of the spatial placement of ‘an imaginary pool in 
which the performer sees his reflection’ (Siddall 2001, p.48) and a special annotation, 
reproduced overleaf, indicates when the performer specifically focuses on his 
reflection;
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Ry R = Reflection
(Siddall 2001, p.48)
The Mark Scheme for Narcissus and Echo (Table 24) highlights a performance style 
requiring interpretations that are redolent with the type of emotional resonance 
associated with mainstream, modem dance as identified in Chapter 1. This is further 
clarified in that it is ‘essential that...the teacher...helps each candidate to seek out a 
motivation which is inherent in the action and can be communicated’ (Anonymous 
2000a, p.ll). Although some of the set dances are more abstract than others. 
Narcissus and Echo are not unusual in this narrativising treatment. Additionally, as 
with GCSE, these are also models of choreography that reinforce the leaming of 
particular approaches and not just performances which are used for assessment.
Finally, the reconstmction (32 bars to commit to memory in half an hour) favours 
accuracy and although appreciation is awarded this is only visible through 
performance. The mark scheme requires.
Accuracy of action (10 marks)
Accuracy of timing (4 marks)
Accuracy of spatial orientation and placement in stage space (4 marks)
Dance Quality (2 marks)
(Anonymous 2001/2b, p.26)
Basic performance skills and movement memory seem paramount since dance quality 
is limited to two marks. Subject Reports note ‘a varied pattern of achievement.. .there 
is a lack of integration of notation skills into the course as a whole’ (Anonymous 
2000a, p. 10). This final point reiterates the favoured teaching methodology. 
Integration is seen as good practice, as it is with the GCSE.
Although there have been revisions in its layout and assessment over time, the A 
Level subject content and its conceptualisation has not changed significantly since its 
inception in 1986 and the question has been highlighted in this chapter of how far this 
is now responsive to current practice. The specification appears to operate within 
several constraints. These have been identified as including potentially: the National
159
Chapter 4: Character and operation of the three organising principles within the GCE
A level specification.
Curriculum physical education fi-amework; the governmental/political need for 
progression; the status of practical/academic knowledge; the need for academic 
credibility; the particular character of the three strand, arts-based approach that has 
developed historically; the need for objective, transparent assessment procedures; 
good practice as currently characterised; and a particular type of mainstream, abstract- 
expressionist modernism which remains, however, implicit.^  ^ Certain types of 
aesthetic judgments and assumptions in relation to choreography and performance 
appear to be favoured in the specification in spite of its desire to be open to current 
practice with its multiplicity of approaches. Inclusion of SE Asian and African dance 
styles is one such attempt but how these might be congruent with its implicit 
universalising assumptions is problematic.
These constraints point to two further issues. Progression appears to be an overarching 
aim which risks emphasising utilitarian values by focussing attention on the need to 
provide hierarchical tasks, thus encouraging tacit acceptance of the status quo as 
unproblematic in respect of the knowledge, skills and processes it identifies. Foucault 
provides a useful analysis demonstrating how tactics such as this might be deployed 
as a strategy of power since they can act deterministically to control the prism through 
which an object/discourse/subject is viewed, allowing much to remain 
unchallenged/unnoticed (Foucault 1998); an issue for further exploration. If the 
subject content is accepted as needing no further consideration then curriculum 
development might be more likely to focus on better delivery of this rather than on a 
re-conceptualising of it.
It is suggested that appreciation and knowledge are inadequately characterised and 
their function appears enfeebled within the status quo. Current practice may be 
difficult to encompass within the framework of assessments and values embedded in 
the specification. Even choreographers whose works have been selected for set study, 
and are thus presumed unproblematic by the examination board, have been seen in 
this chapter to provide various difficulties. Mainstream modernism and formalist 
aesthetics, as outlined in Chapter 1, appear to be infused at all levels and indeed this is 
not surprising since ‘educational theory and practice is founded on the discourse of 
modernism’ (Usher and Edwards 1994, p.l). It is hypothesised, therefore, that
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postmodernism, by deconstructing essentialist structures, undermining universalistic 
viewpoints and questioning the status of institutionalised knowledge provides a 
challenge to the current conceptualisation of the three strand model with its supposed 
generic subject area, reductive approaches and consequent essentialising of practice.
Although the GCSE is process/skills based and the A level is knowledge-based, this 
organisation is the chief difference between them rather than their conceptualisation 
of the subject. The issues identified in the above paragraph are shared by both 
specifications. Study of dance is undertaken as an art but the type of creativity 
expected is specific and restricted. Originality appears to drive assessment for A Level 
but against what it is being measured is not stated; style appears to drive assessment at 
GCSE but how to identify this is problematic. Chapters 3 and 4 have scrutinised the 
specifications to characterise their manner of operation and identify any problematic 
issues arising. These appear to be the result of both openly stated and hidden 
constraints whose impact can, however, be detected in the application of the 
assessment procedures and in the associated documentation. It is further hypothesised 
that an overarching problem for both specifications is associated with the issue of 
institutionalised knowledge in an era of postmodernism. Current practice, identified as 
presenting considerable challenges to the conceptualisation within the specifications, 
is therefore explored in Chapter 5 in order to further expose these difficulties.
Each year of study usually consists of three units although there is flexibility 
for when candidates may be entered. Units 1 to 3 are assessed at Advanced 
Subsidiary standard (the first half of the A level) in whichever year they are 
taken. The 40/60 division between practical and theoretical areas is usual for 
AS level and reduces to 50/50 when A2 (the second year of study) is achieved. 
A note on terminology - Units are units of assessment, these are based on the 
modules (or the content to be studied).
See Appendix A for brief details. The Dearing Review resulted in a major 
report undertaken on behalf of the Secretaries of State for Education, 
Employment and for Wales ‘to consider ways to strengthen, consolidate and 
improve the fi*amework of 16-19 qualifications’ (Dearing 1996, p.42).
Linked to the Dearing Review, all specifications share this overall aim. The 
new proposals recommend students take a minimum of four AS levels. The 
hope was for ‘increased participation, completion and achievement rates... 
[and] greater flexibility...across qualifications systems’ (Anonymous 2000b,
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p.3). To this end a formal fi-amework was established identifying equivalence 
between qualifications so students could more easily pick-and-mix. For 
example, one A level equals 6 units as does one single GNVQ or 2 part 
GNVQs. Modularisation allows combinations.
4 This reflects government expectations. It is a moot point whether one 
specification can be expected to provide a basis that is suitable for the needs of 
these very different areas.
5 This linear approach to the delivery of the curriculum has been criticised in 
some quarters for failing to take account of current physiological 
understanding of the way that leaming takes place. See for example Kelly 
(1999).
6 In fact since Units 4 and 5 are examined at A2 standard it makes no sense for 
teachers to enter pupils for them during the AS year. Flexibility is an apparent, 
rather than a real option.
7 How art might be characterised as communication is however a problematic 
concept, often unacknowledged. Discussion of this lies outside the scope of 
this thesis but see Lavender (1996) for example.
8 Child-centred justifications for the inclusion of dance on the curriculum have a 
long historical tradition of course.
9 Unlike GCSE, at the higher level it is expected that the individual teacher will 
have sufficient expertise and subject knowledge to make these connections.
10 Chapter 2 demonstrated that balance across the three organising principles was 
valued as a feature of dance syllabuses.
11 Indeed the need for academic credibility, identified in Chapter 2, is also in 
evidence here. A Foucauldian analysis of this might be that the lower status 
traditionally allotted to practical knowledge as opposed to theoretical 
knowledge (a mirror of the vocational/ academic divide that has concerned 
successive governments) may be a reason why the different functions of 
appreciation are not highlighted. In this way the specification can appear to be 
utilising the more highly valued academic variety to balance out the two 
practical strands.
12 Adshead-Lansdale (1999) makes another contribution in highlighting the 
potential of intertextuality to widen the concept of appreciation still further.
13 Obscuring of the character of appreciation also occurs within the National 
Curriculum. Here evaluating performance is important but the essential skills 
of appreciation that would be involved are not clarified. Dance education in 
general shares this confusion at times. For example, Killingbeck (2003) 
describes how aesthetic judgements are made implicitly during choreography 
and performance but explicitly in appreciating work. This acknowledges that
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appreciation is taking place in all three contexts but ‘implicit’ suggests a lack 
of clarity or an unquestioning approach, whereas explicit suggests more 
conscious understanding.
14 Published mark schemes do not clarify these points, merely requiring 
imaginative movement, thus leaving it up to the individual examiner whether 
it is achieved. Accompanying documentation provides no further clues. Only 
experience of entering candidates will eventually make it clear to the teacher 
what type of work is valued.
15 In what sense, how, and how far a dance work can be said to communicate is 
problematic. Differences of opinion about the meaning of a dance need to be 
accounted for but the manner in which meaning can be said to be translated 
into dance form lacks clarification in general.
16 It is certainly feasible for a specification to restrict subject content but it would 
be helpful to teachers if this were acknowledged.
17 The National Curriculum for England and Wales identifies these areas as key 
within the Programmes of Study for Physical Education, of which dance is 
considered to be a part. Progression thus ensures that these aspects follow 
through from Key Stage 4 into the A Level.
18 My experience as a moderator and assistant examiner for Units 2 and 6 is that 
the drawing of diagrammatic pin men will suffice in this respect.
19 This is one of the four key General Teaching Requirements necessary across 
all subjects within the National Curriculum for England and Wales.
20 Their use of apostrophes refers to the numerous occasions on which the 
examination board has used this phrase at in-service training events.
21 An open-ended, subjective response from the examiner is not seen to be 
justifiable as a method for assessing publicly accountable examinations.
22 Indeed the Intentionalist Fallacy is an area of aesthetics that challenges the 
notion that the choreographer is in a privileged position in respect of their own 
work, being one viewpoint among many. This is not an area that is to be 
considered here other than to note that the philosophical underpinnings of the 
process which the A Level undertakes in order to make assessment easier for 
the examiner has long been acknowledged as problematic within philosophy.
23 Examiners cannot make allowances or question the candidate and judgment is 
via a single viewing of the dance.
24 Merce Cunningham’s words could stand for many choreographers in respect 
of programme notes, “ I want to present an experience and not get my 
intentions in your way” (Cunningham 2002, n.p).
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25 This was partly addressed in 2002. The first three aspects, listed as Bodily 
Skill, were then marked out of a total of 12 marks instead of being subdivided. 
‘This enabled examiners to look at the bodily skills as a whole’ (Anonymous 
2002b, p. 10). It is not totally clear how this assists with awarding nuances of 
style. The point in respect of Lea Anderson still stands since the skill 
categories have not changed.
26 I was a Unit 6 examiner for this cohort. If analytical skills were improved by 
Unit 1 and 2 then these were specific to the Unit 1 choreography. The work 
produced for Unit 6 was poorer in this respect than I had seen in previous 
years. This was also the experience of the whole Unit 6 team (pers.com). 
Indeed only three years later a catastrophic collapse in achievement in Unit 6 
caused the AQA to dramatically lower the grade boundaries and produce 
restructured written papers for 2005. These now signpost the subject 
knowledge to be drawn upon and provides candidates with a break down of 
the essay questions. This is an example of power acting on the specifications 
fi-om the grass roots since they had to be made easier.
27 This is another example where the core area does not list content which is used 
by candidates.
28 While modernism has many forms there seems to have been a tendency for 
one particular aspect to be favoured within educational settings. 
Expressionism and abstract expressionism in particular, (the symbolic 
expressing of, or alluding to, emotions) with its links to the education of the 
feelings, have been significant, as was outlined in Chapter 2 and which can 
also be seen in the justifications that are fiequently employed for dance being 
part of the curriculum. Associated notions are of the spectator employing 
empathy and the choreographer having particular intentions to communicate.
29 Inclusivity of styles, with African and South East Asian, is attempted. Subject 
Reports over time have indicated few candidates have offered performances in 
these. There is further difficulty with the unacknowledged specificity 
operating within the overarching genre. For example, Pratap Pawar is a Kathak 
choreographer and not merely a South East Asian choreographer.
30 Inspection regimes by Ofsted and National Curriculum documents also 
identify good practice. It is not created solely by, and from within, the 
specification.
31 In fact few candidates offered solo performances in these genres. As a Unit 6 
examiner I rarely marked set works chosen fiom these areas either. The 
question of their tacit acceptance as unproblematic in the Specification 
confirms the universalistic viewpoint taken.
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and theoretical practice in dance.
It has been suggested that the study of current practice in dance is marginalised in the 
specifications and if fully included this would be problematic for the conceptual 
fi-ameworks which underpin them. Building on the close analysis of the GCSE and A 
Level and what was revealed about their character of operation, attention turns now to 
the professional dance landscape in the UK. A survey of performances during 2004- 
2005 is undertaken and these parameters are selected for their currency at the time of 
writing. An examination is made of the type of work presented and its reception by 
audiences and critics. Formalist analytical methods focus on the materiality of the 
dances, their structure or action content for example, as this emerges from 
descriptions that are found in reviews or other documents and deconstruction 
processes are applied in order to reveal what might be their underpinning ideologies 
or attitudes. The aim is to identify what range of issues might arise from this and, if 
seen to diverge markedly from expectations within the specifications, to further 
expose the challenges these might pose for the art of dance model.
It is necessary to situate this period in the wider dance landscape in the UK. In 
Chapter 1 consideration was given to the establishment of American-influenced 
modem dance in the 1970s and 1980s. The crossovers between the mainstream forms 
and British New Dance have been numerous and perhaps this is insufficiently 
acknowledged in the historical discourse. Evidence of this might be found in the fact 
that under the influence of Richard Alston, who became their artistic director in 1986, 
Ballet Rambert (as it was then known and with whom Siobhan Davies was associate 
choreographer) was cited as ‘Britain’s leading post-modern dance company’ (Brinson 
1990, p. 13) but Jordan describes Davies’s work as ‘modernist at heart’ (Jordan 1992, 
p. 159).^  Clearly, characterising these areas has not been unproblematic and lack of 
understanding of the influence of the counter movement may have added to this. 
These aspects of the context are also not well developed in the subject content of the 
specifications.
In the 1990s, speaking of the USA but the position in the UK is similar, ‘the 
prevailing aesthetic impulse is toward fusion and eclecticism’ (Copeland 1990, p.5) 
and away from abstraction. This has led to great complexity emerging in theatrical 
practice in dance during the decade. A brief outline illustrates the variety of
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approaches in evidence, as a result of which possible characterisations of postmodern 
dance have widened and what might count as mainstream is further problematised, 
given the continued cross over between these areas. Speaking of Matthew Bourne’s 
Swan Lake (1995), for example Parry queries; ‘who would have thought, ten years 
ago, that a fringe contemporary dance group.. .would be a hit in the West End’ (Parry 
1996, p.lO).^
Although influences from the USA continued in the 1990s, work by European 
choreographers using expressionistic and/or postmodern forms was increasingly seen, 
for example: Wim Vandekeybus performed at the Turning World season, April/May 
1990 at The Place; Anne Teresa de Keersmaerker and Angelin Preljocaj at Dance 
Umbrella 1992 and 1994 respectively; and Pina Bausch at the Edinburgh International 
Festival, 1995. Even this limited listing of choreographers, from Belgium, France and 
Germany, indicates a variety of approach which was also reflected in the UK 
situation, for example: Lea Anderson’s minimalist, gestural style; Mark Murphy’s 
highly energetic physicality; or DV8’s inclusion of text and narrative. Barriers and 
boundaries were challenged in many different ways: the production of complex styles, 
such as Russell Maliphant’s drawing on a range of seemingly divergent sources, yoga, 
t’ai chi, martial arts, body-mind centering practices and contact improvisation 
(Sanders 2002); the mixing of media and the rejection of stereotypical notions of the 
performer, as when Celeste Dandeker performed in her wheelchair in Darshan Singh 
Bhuller’s The Fall, shown on BBC2 in 1991; or the questioning of fixed notions of 
fradition, for example in the work of Shobana Jeyasingh or Akram Khan.
A catalogue such as this could be continued, and if it was, what would be revealed is 
that diversity is a significant characteristic of the decade and that the effect of this was 
to further problematise issues of categorisation. For example, Maliphant’s work 
might be seen as abstract modernism in its focusing on the medium or it might be 
postmodern given the use of alternative techniques and the politics potentially 
involved in his radical rediscription of the classical embodiment. Summarising the 
British contemporary dance landscape in a keynote speech. Parry emphasises that ‘it’s 
the multiplicity of different kinds of ‘new’ dance that makes it so hard to discern 
trends and make sense of them when you are in the thick of things’ (1996, p.5).
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Having introduced some of the issues raised by the previous decade, a slice across 
current practice is now the focus. In the period 2004-2005, as listed in the Dancing 
Times, the most widespread general calendar of events that is published, there are 
approximately 32 venues (excluding small community platforms) advertised as 
offering dance on a regular basis. At least 25 festivals are cited, many of them regular 
annual ones and there are hundreds of performances by UK based and international 
companies (see listings in Appendix H). This monthly journal is also selected as a 
source because it is targeted at the mass market and could be seen as somewhat 
conservative in outlook, hence any tensions which are revealed between the 
productions that it chooses to advertise and what is deemed mainstream in the 
specifications might be revealing.
It is not possible to generalise but the following gives a flavour of the range of 
traditional, contemporary, classical, cross disciplinary, mixed media and other styles 
that were presented during the two-year period. For example, classical ballet by the 
Kirov; modem ballet by Peter Schauffiis Ballet Company; postmodern ballet by the 
Forsythe Company; modem dance by Rambert Dance Company; classical South 
Asian by Gauri Sharma Tripathi; traditional dance from Japan (Nihon Buyo), Turkey 
(Ney Company) or Madagascar (Company Rary); fusion styles involving street and 
hip hop such as used by Roger Hylton; physical theatre by DV8; work in hybrid styles 
by Akram Khan or Mavin Khoo; digital/mixed media productions of Rosemary Lee; 
site specific dances given by Seven Sisters in the Surrey countryside; or cross 
disciplinary performances such as Spinal Chord’s mix of dance, martial arts and aerial 
techniques. Even this spare listing is indicative of the rich variety of approaches 
which, by their very range, seem potentially problematic for the reductive, 
essentialised expectations in the specifications. It is not the intention, however, to 
determine if individual pieces might best be described as postmodern or modem since 
the aim is to illustrate diversity and raise questions rather than explore the 
difficulties/deficiencies of categorisation.
In-depth coverage of all performances during the period under discussion is 
impossible thus a snapshot of two seasons is undertaken. A major festival and one 
series of theatre programmes are selected in order to provide a cross section and
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reference is made to each of their contributory dances in the main body of the text, 
where resources make a more substantial account possible, or in endnotes where they 
do not. Some works have scant reviews published and this is partly indicative of their 
reception. First, Dance Umbrella 2004 (October 5^ until November 27^) involved a 
film festival, four UK productions, thirteen international companies from the USA, 
Canada, Belgium, Japan, Spain, France, Nigeria and Cape Verde, and gave fifty seven 
performances in six London venues. One company also undertook Umbrella 
sponsored appearances in six further cities and, in addition, several of the groups 
toured the country independently. Second, Spring 2005 at Sadler’s Wells Theatre, 
London (January 17* until April 30*) involved their second Flamenco Festival, three 
further international groups and six UK based companies/artists in sixty eight 
performances.
Personal experience of past programmes and of taking school groups to various 
performances (as do many other teachers) indicates that these two seasons might be 
useful sources to expose the difficulties in current practice. Sadler’s Wells has a wide 
remit, presenting ‘cutting edge...to mainstream contemporary dance, tango to tap and 
flamenco to family shows’ (Anonymous undated-a, n.p). As with Dance Umbrella, a 
festival in which it also takes part, it does not rely on what might be considered 
conservative choices. It positions itself thus; it ‘provides artists with a platform to 
create and experiment’ (Spalding 2005, n.p). It is useful, therefore, for highlighting 
issues.  ^These performance contexts also demonstrate how challenging programming 
now is when compared with expectations in the specifications.
Further discussion of the chosen contexts helps to situate them in the dance landscape. 
Dance Umbrella, founded by Val Bourne CBE in 1978, which attracted an audience 
of 4,000 in two small venues over nineteen days in its inaugural year, is now one of 
the largest international festivals of contemporary dance in Europe (Rowell 2000).^ * 
Originally a showcase for radical work, ‘the prime agent in educating many of us in 
new dance forms, and in introducing us to leading post-modern dance-makers’ 
(Macaulay 1990, p.363), the advertising brochure reiterates a quotation from the Daily 
Telegraph on its front; ‘Dance Umbrella has shaped cultural taste today’ (Anonymous 
2004b, n.p). It is not the intention to estimate how far this claim is valid but the fact
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that it is made indicates that the festival is seen as having had a significant impact 
over time.
In order to fill the larger venues and encourage financial sponsorship, a wide 
engagement with spectators is necessary thus it might be thought that only work 
considered safely accessible would be foregrounded. Although ‘Bourne has argued 
that, to sustain and build public audiences...Umbrella needed to select work that was 
...professionally presented’ she has shown challenging pieces too (Jordan 1992, 
p. 101).  ^ Dance Umbrella
demonstrates...overall ‘quality assurance’...but this does not mean that 
Bourne no longer takes risks. Rather it means that [she] can now afford to pick 
the most interesting of experimental work fi-om both the UK and 
overseas...[and provide] ingenious ways of...attracting new and different 
audiences.
(Rowell 2000,pp.l60-161)
Dance Umbrella thus provides a broad range of work which appeals to a wide and 
sometimes more mainstream audience than that of smaller fringe festivals. Cutting- 
edge festivals such as Resolution! at The Place Theatre, London, typically host rawer 
forms of experimental dance which are not a focus of the public examinations.^ 
Current practice at high status, relatively popular events, drawing a variety of 
spectators, and usually widely reviewed, seems more profitable to explore. This type 
of work is also likely to be opinion forming within society generally. Furthermore, it 
is seen as unproblematic by the examination board since participating choreographers 
at these events have, at times, been selected for study at GCSE and GCE A Level, for 
example Siobhan Davies’s Wyoming (1988) was commissioned by Dance Umbrella 
1988 and is examined at A Level in 2006.
The Sadler’s Wells Spring programmes are chosen for similar reasons. Re-opened in 
1998 after redevelopment with major Lottery funding, this theatre is the capital’s 
largest venue for regular performances of contemporary dance. ‘Uniquely dedicated 
to bringing the very best of international and UK dance to London audiences’ 
(Anonymous undated-a, n.p), there is also a policy of developing close relationships 
with particular dance artists. In 2005, for example, Matthew Bourne was 
choreographer in residence and a new work. Naked (2005), was commissioned from
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the Ballet Boyz. Given the subject of the next chapter it is also useful to note that in 
2006 Akram Khan was being supported here as an Associate Artist. In this way, as 
with Dance Umbrella, Sadler’s Wells helps to construct the professional dance 
landscape and not just reflect it.
A range of documentary sources is drawn upon in order to provide analysis of the 
discourse which the seasons gave rise to. Advertising brochures and theatre 
programmes are used because they contain background information and views that 
choreographers and sponsors want to promulgate. The Dancing Times and a website 
devoted to feedback are also selected as sources.^ The former is the only popular, 
accessible UK journal reaching a large national readership and the latter, 
wv^w.criticaldance.com (now hosted at w ww .ballet-dance.com T is the official Dance 
Umbrella forum. It contains personal opinions and selections of critics’ reviews 
posted by spectators and dance professionals, although only from those who choose to 
engage with it. These materials are chosen because at issue is not only the character of 
the work presented but also how current practice is promoted, interpreted and 
received within the dance culture on which the conceptualisation in the specifications 
is presumed to draw. From a Foucauldian perspective it is important to explore these 
strategies of power in order to see what might be revealed through their operation.
A similar historical methodology is used here as was undertaken in Chapter 2, with 
the exception that there is no need, in this case, for the genealogical elements of the 
approach. Although the events considered are recent, it is important to treat these too 
as if their meanings were no more immediate and material than the distant past merely 
because of their contiguity with the present. The contemporariness of the period does 
not render it more transparent to the gaze, the world ‘cannot ever be appropriated 
directly...but can only be interpreted textually through its ‘always already’ 
historicised traces’ (Jenkins 1995, p. 148). For the task in hand h&TQ, provisionality in 
the construction of the historical narrative is unavoidable but it is also unproblematic, 
the point being that some possible difficulties in the dance landscape are highlighted.
Consideration of validity and hierarchy, categorisation into primary and secondary 
sources, of the reviews, programme notes and advertising brochures selected to form
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the bulk of the evidence for example, is not undertaken. Argument in respect of their 
objectivity is not pertinent to the present purpose because no single perspective on the 
two seasons is searched for that might count as being more reflective of an absolute 
truth. The contradictory opinions expressed in/revealed by the documents are useful 
since ‘the biases in historical record are strengths’ (Carter 2004, p. 13) and they 
produce multiple accounts from which the narrative is constructed rather than aspects 
which might lead the historian astray from what could otherwise be discovered as the 
reality of what occurred. Difference or correspondence about what might count as 
facts and the interpretation of these in the sources is significant since the aim is to 
identify a range of challenges that might be posed by the dance landscape.
It is unlikely that practice examined in two contiguous seasons would show much 
coherence in an art form where diversity is valued. However, contradiction is useful 
because it is also productive in a Foucauldian sense. It prompts explanation, debate 
and resolution and is thus necessary to the very foundations of knowledge, being ‘an 
organising principle...on the basis of [which]...discourse emerges’ (Foucault 2002, 
p. 168). Discrepancies among the sources can be seen, not only as illustrations of the 
viewpoints that are features of the dance landscape, but also as pointing to the 
challenges presented for a unified and fixed epistemology of the subject, such as 
appears conceptualised in the specifications. A positivist ‘fetishism of documents’ 
(Carr 2001, p. 10) is hopefully avoided while recourse to them is necessary.
Formalist analysis, as outlined by Adshead, provides the means to highlight and trace 
some common threads in current dance practice since recognition of ‘the 
characteristics and distinguishing elements...within general groupings’ (1988, p.l 1) is 
important to both this type of analytical process and the desired outcomes of the 
exploration undertaken. Although an in-depth interpretation of all the individual 
works is not undertaken, a flavour is discerned in order to help identify a range of 
issues which might cut across the dance landscape. Additionally the idea that ‘cultural 
intertexts operate vdthin and across works in different genres’ (Adshead-Lansdale 
1999, p.l) is borne in mind because a broad spectrum of approaches is in evidence in 
the UK and any tendency to essentialise these must be avoided, or noted when others 
indulge in it, in order to do justice to the complexity of the situation.
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Intertextuality introduces a further notion since ‘text...cannot exist as a hermetic or 
self-sufficient whole...[being] shot through with references, quotations and 
influences’ (Worton and Still 1990, p.l). Documents have only the ‘illusion of...self 
sufficiency’ (Worton and Still 1990, p.30) and can be explored to reveal issues of 
critical positioning that might be hidden or overt within them. In Chapter 1 theories 
by Derrida and Foucault were summarised as pertinent to the line of enquiry. 
Differences in their approaches were further clarified in Chapter 3 in order to indicate 
why recourse to both writers is necessary to the discusson.
Derrida’s critique of deferred presence, and its consequent dislocation of a centred 
subject and closed, linear meanings, is particularly useful to the current chapter 
because some of the choreographers discussed here, such as Pina Bausch, may be 
more approachable if recourse is not made to notions of unity and transparency. 
Derrida disrupts such monologism, for example;
it is because of différance that the movement of signification is possible only 
if each so-called present element, each element appearing on the scene of 
presence, is related to something other than itself, thereby keeping within itself 
the mark of the past element, and already letting itself be vitiated by the mark 
of its relation to the future element.
(Derrida in Kamuf 1991, p.65)
This type of presentness is a divided, rather than a unified, concept because in it the 
past, present and future overlap as a series of potentialities, not certainties. 
Application of this notion to Bausch’s work, for example, might seem pertinent to her 
dispersal of the subject through the use of collage or her disrupting of linear time with 
repetition, and other choreographers in the dance landscape are also seen to construct 
dances in this vein. Furthermore, and important to the analysis of the documentation 
undertaken here, the trace of the connectivity Derrida describes, and the binary 
oppositions it typically activates as a temporary ‘synthesis of marks, or traces of 
retentions and protensions’ (Derrida in Kamuf 1991, p.65) are made visible and 
available for deconstruction. Additionally, since ‘the subject is not some meta­
linguistic substance or entity, some pure cogito of self-presence; it is always inscribed 
in language’ (Howells 1999, p. 133) and thus its speaking positions can also be 
unpicked. This enables ‘an exploration of the prejudices and preconceptions that 
underlie much of what we generally accept without question’ (Howells 1999, p. 154)
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and is precisely the task in hand in this chapter. Critics’ reviews were chosen in order 
to expose their construction of current practice and to analyse their underlying 
assumptions. The argument addresses the extent to which formalist modernist 
aesthetics, similar to those embedded within the specifications, are in operation.
It is not easy or straightforward to characterise deconstruction briefly. For these 
purposes, ‘deconstruction is not...either a ‘method’, a ‘technique’ or a species of 
‘critique’...the result of grafting deconstruction on to an activity... with its own very 
specific needs’ (Norris 1987, p. 18). If the pitfalls of this type of process are to be 
avoided, such as the production of a naive account, it is important to recognise that its 
use requires not generalised applications but must involve the ‘detailed and specific 
activity of deconstructive reading’ (Norris 1987, p.20. Original emphasis). The 
purpose is not to create new meta narratives which merely stand in the place of the 
old. The knowledge gained must be seen as temporary and contingent on particular 
circumstances, produced by ‘the dismantling of conceptual oppositions, the taking 
apart of hierarchical systems of thought...the vigilant seeking out of those...blind 
spots or moments of self-contradiction’ (Norris 1987, p. 19). This quotation is useful 
as a working characterisation, to which it is pertinent to add that a Derridean process 
involves a double reading. This seeks to eschew any taken-for-granted surface 
transparency of words and by pursuing the exposure of any ‘gap between authorial 
intention and textual meaning’ (Howells 1999, p.3) it highlights the presence of 
implicit ideologies.
This ‘speculative enterprise’ (Norris 1987, p.211) of deconstruction thus undertaken is 
further refined by recourse to a Foucauldian perspective since he ‘seeks to relate 
patterns of thought to social situations’ (Olssen 1999, p.2). This allows identification 
of the manner in which power relations or other cultural values might affect the 
production of knowledge, specifically in the two seasons of dance under discussion. 
Although these effects are always present in the circumstances, they might be 
considered particularly significant given that the field of activity under examination is 
the current dance landscape, in London 2004-2005. It is essential therefore to ‘de­
naturalise explanations for the existence of phenomena’ (Olssen 1999, p. 13) in order 
to assist vdth the highlighting of any underpinning assumptions within the
174
Chapter 5. UK dance landscape in 2005: challenges presented by current theatrical
and theoretical practice in dance.
epistemological principles in operation and, most importantly, to make the familiar 
appear strange again. This is especially useful as a process since this author was 
involved as a spectator at many of the performances and also read reviews and other 
documentation at the time, thus forming opinions which must also be revisited. This 
combined methodological approach, termed a deconstruction if ‘allowing ourselves 
this word for temporary convenience’ (Wood 1992, p.2), provides insight into the 
prejudices and preconceptions that might underlie expressions of 
interpretation/evaluation and a range of issues can thus be materialised in respect of 
how current practice is received.
In order to avoid being ‘sunk without trace in a ocean of facts’ (Carr 2001, p.9) there 
is a need to exclude information of various types. Unless interpreted as pertinent to 
the issues arising from their dances, biographical details of choreographers or 
companies are not referred to. It is not a contentious notion that historians necessarily 
select from the traces of the past. The choice made here is guided by the relationships 
envisaged between the range of issues raised by current practice and any potential 
evidence within the biographical context which appears to throw light on this. This is 
a somewhat teleological process but it is not made with any suggestion of a causal 
link or the ‘ambition...to let the facts speak for themselves’ since they cannot 
(Jenkins 1991, p.37). Appendix I provides descriptions of the work that appeared in 
the advertising brochures. It is helpful for the reader to refer to these since they 
indicate participants, titles and the type of work involved.
Attention turns now to Dance Umbrella. It was demonstrated in Chapters 3 and 4 that 
GCSE and A Level dance value a particular notion of heritage. The festival reveals 
that this is treated in different ways. It opened with the Merce Cunningham Company. 
Their longevity, seminal influence in the UK context and history at the festival (first 
appearance in 1989 and regular performances subsequently) means this group have 
played a major role in the cultural context on which the subject content of the 
specifications has drawn, yet Cunningham’s work is still problematic.* Commentators 
note that it ‘remains...ever challenging, refusing the familiar’ (Brown 2004d, n.p). 
Split Sides (2004) has two choices of each of the elements: music (Radiohead and 
Siqur Ros); costume; design; lighting; and choreography. The dance is determined
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each evening by aleatory methods to decide which of the 32 combinations are 
performed and allows spectators ‘to look with fresh eyes at a brand new piece of 
work, and to draw our own conclusions’ (Schwyzer 2004a, n.p). This challenges 
intentionalist perspectives as embedded in the specifications; for example the 
expectation that candidates answer a choreographic question for A Level which has a 
limited range of outcomes that are predetermined by the starting point.
A revival of Cunningham’s How to Pass, Kick, Fall and Run (1965), accompanied by 
live readings of stories lasting one minute each irrespective of length, showed ‘that 
[he] was maybe even more inventive way back then’ (Percival 2004b, n.p). These 
pieces shown at Dance Umbrella in 2004 (and indeed Cunningham’s oeuvre more 
generally) problematise traditional music-dance relationships and structures as 
envisaged in the public examinations; in How to Pass, Kick, Fall and Run ‘continuity 
does not rely on linear elements or moving towards, or away from, a climax’ (Berry 
2004, n.p). At GCSE however to achieve the top boundaries in marks awarded for 
choreography, logical sequence and climax are deemed essential. This indicates the 
importance placed upon them since their absence is considered a significant problem 
for high achieving work. These programmes reveal that heritage, the value of which is 
seen as unproblematic within the specifications, may run counter to expectations.
Another aspect of heritage which arises in Dance Umbrella is the revisiting of 
classical or iconic dances. Shen Wei’s Rite o f Spring (2003) uses music visualisation 
in which dancers ‘scurry, kick, twirl, squirm, loll and do forward rolls’ (Dougill 
2004c, n.p). Restricted notions of music-dance relationships however, linked to early 
forms of modem dance and classical ballet such as applied in the specifications, 
interfere with the appreciation of this dance. Wei’s painterly quality, feet swishing 
like brushstrokes ‘he drips, spatters and spools the movement...sometimes stilling his 
brush to elegant doodles’ (Mackrell 2004c, n.p), is also not expected to disturb the 
traditional correspondence; ‘the score...cries out for expressed climaxes that Wei 
seems to resist’ (Brown 2004e, n.p). It might be questioned instead why he does 
‘resist’ these but this interesting aspect is not discussed by the critic who simply poses 
the lack as a feilure. This reinforces the notion that mainstream formalist aesthetics is
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so deeply embedded that it can be assumed that readers will understand the value 
placed on this point.
Most critics feel that Shen Wei ‘has not added anything to our understanding’ 
(Dougill 2004c, n.p) and only one notes the impact of music-dance juxtaposition as a 
positive element;
Wei responds to the frenzy but also the delicacy of Stravinsky’s score...at its 
height, the dancers simply stand, letting the onrush of notes buffet a hand or 
nudge the chin.
(Jays 2004, p.45)
Underlying some of the comments might be reference to the historical context. 
Nijinsky’s Rite o f Spring (1913), an icon of modernism and versions of which are still 
performed, carries a multiplicity of intertexts forward to the present. This ballet 
caused a scandal at its premiere for its radical reconsideration of the precepts of 
classicism. The application of intertextuality is complex and is the particular focus of 
Chapter 6 so suffice it to say here that the critics appear to draw upon the familiar 
background information in respect of this dance. They expect Shen Wei to mimic 
aspects of Nijinsky’s themes of ritual sacrifice and his treatment of Stravinsky’s 
music, since under this interpretive frame music visualisation processes are 
paramount. Thus Wei is criticised for his supposed failure to deliver ‘cataclysm’ 
(Mackrell 2004c, n.p) or ‘transgression’ (Phillips 2004b, n.p), although neither critic 
points to Nijinsky’s original work as the basis for their comment. These responses 
highlight the issue that the application of knowledge in respect of the heritage and 
modernist aesthetics is implicitly intertwined with what purport to be 
contemporaneous responses. The manner in which they are drawn upon to produce 
interpretation is not acknowledged and the play of power in constructing the opinion 
is masked.
These examples (Shen Wei and Cunningham) illustrate that there are notions of an 
essentialised fixity operating within the canon, in contrast to postmodern notions of a 
more fluid historical reinterpretation, which perhaps further underpins the critics’ 
responses. Context, in this respect, is not drawn on appropriately and the lack of a full
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description of the part it might play in appreciation was seen to be evident in the 
specifications.
Mark Morris’s The Hard Nut (1991) also contributes to issues of heritage. His 
reinterpretation of Ivanov’s Nutcracker (1892) ‘seesaws between hilarious satire and 
loving homage’ (Anonymous 2004b, n.p). Reworking the classics is not unusual in 
theatrical practice and, responding to this tendency, Matthew Bourne’s Swan Lake 
(1995) was chosen as one of the A Level set works in 2000-2002. Morris’s treatment, 
however, is seen as highly controversial and elicits a range of polarised responses. He 
adapts the plot to draw on Hoffinarm’s original story and makes reference to popular 
culture in the 1970s cartoon-like, kitsch suburban setting (the Rat King’s three heads 
all resemble Elvis Presley for example). The opening scene ‘is a hilarious parade of 
party stereotypes...a joy to watch’ (Abad-Carles 2004, n.p) or a ‘boring bit that lasts 
for most of the first act... the action is purely two-dimensional’(Winship 2004b, n.p). 
One reviewer may be drawing on knowledge of the original ballet, its restrained 
characterisation and the typical music-dance relationships associated with classicism, 
thus finding Morris’s exaggerated treatment wanting, while the other may be 
attending to its richly textured cultural references. Whether Morris’s characters are 
seen as lacking emotional depth, or as tokens of barbed social comment, perhaps lies 
in the application of different aesthetic values which the critics may be unconscious 
of, or are leaving implicit. Morris’s multi-layered approach is perhaps not well served 
by mainstream formalist analysis alone.
Morris’s starting point is the music; ‘I wanted to take this great Tchaikovsky score 
and scrape off some of the saccharine’ (Morris in Bishop 2004, n.p). Music 
visualisation is important but Morris also applies, at times, an exaggeratedly simple 
emphasis when ‘for every note, a Snowflake leaps and throws more snow’ (Anderson 
2004a, n.p). Morris’s treatment produces a masterful reinforcement of traditional 
dance-music structures through a deliberately unsubtle, repetitive, almost parodie beat 
for beat enactment which is self consciously ironic, but it is not clear that this would 
be considered a ‘sophisticated use of rhythmic...design’ in terms of assessment 
criteria for choreography at GCSE for example (Anonymous 2003c, p.33).
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In a radical reconsideration of ballet heritage Morris also replaces the pas de deux 
between Marie and the Nutcracker with a dance in which they are carried aloft by the 
ensemble. This is seen as ‘the weakest moment in all the ballet...the music demands 
grandeur’ (Abad-Carles 2004, n.p) or as a passage of ‘childlike purity...appropriate 
for the affection of a young girl...in...[a work] hailed as a milestone in post-modern 
dance’ (Skene-Wenzel 2004b, n.p). Intertextuality and the drawing upon a different 
range of knowledge and aesthetic values appear to underlie the comments. In the first 
case preference for traditional music-dance relationships overrides appreciation of 
convention-breaking treatment, while in the other a ‘bold fusion of cultural 
references’ (Skene-Wenzel 2004b, n.p) becomes acceptable under the particular 
labeling of postmodernism.
Morris’s treatment allows other reconsiderations of heritage. Cross-dressing dancers 
blur the boundaries between male and female identity and he resituates roles, 
producing ‘a tender duet between Drosselmeier and his fictitious Nutcracker prince 
[which] turns into a classical pas de deux that challenges conventional gender 
divisions’ (Skene-Wenzel 2004b, n.p). Morris also lampoons the use of national 
dances within traditional ballet; ‘I tried to make it as racist as possible’ (Anderson 
2004c, n.p). His ironic satire and questioning of stereotyping is easily misconstrued if 
issues of embodiment are ignored, for example, ‘Hoffman’s original story...only 
rather clumsily serves to dish up variably clichéd national dances’ (Brown 2004c, 
n.p). Like intertextuality, embodiment is a complex area which is also explored in the 
following chapter. Suffice it to note that the impact of Morris’s decision to cast same- 
race dancers in these roles might have been considered but is completely ignored by 
the critics. This highlights that multilayered work such as this needs additional tools 
other than those associated with mainstream formalist analysis.
Similar challenges are found in Jean-Pierre Perrault’s Joe (1984) and Teshigawara’s 
Bones in a Page (1991). In the former, identically dressed male and female dancers 
provide an audible aspect via repetitive, stamping footwork. ‘Absence of development 
and variety...creates its institutional, prison-yard ambience’ (Roy 2004d, n.p) but this 
type of structuring presents difficulty for the specifications which value ‘contrast, 
climax and logical sequence’ (Anonymous 2003c, p.32). The fact that ‘some left the
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auditorium at the earliest convenience [while] others gave the company an 
enthusiastic standing ovation’ (Skene-Wenzel 2004a, n.p) demonstrates that a twenty 
year old work, still elicits problematic readings and responses. Teshigawara’s dance, 
originally a gallery installation, was ‘charged with ambiguous symbolism’ (Hutera 
2004b, n.p) or was ‘a bizarre...mix of angled zombie limbs and body- 
popping... strong on mood...[but] light on substance’ (Roy 2004c, n.p). These 
multilayered productions are again ill served by formalist analysis alone.
The problems with the reception of the works discussed so far links to the fact that in 
different ways they are breaking traditional boundaries and several of the critics’ 
comments are strictures about what dance should/should not do. Kim Bandstrup’s The 
Anatomy of a Storyteller (2004), based on the life of Hans Christian Anderson, uses a 
mixed cast of Royal Ballet and contemporary dancers however it is the thematic 
treatment which arouses the concern of reviewers. Discussion emerged about 
appropriate types of narrative which are addressed to the mix of genres concerned 
since ‘ballet deals with suggestion rather than exposition, physical epiphany rather 
than analysis, intuition rather than logic’ (Mackrell 2004b, n.p). Here the polarities are 
used not to draw attention to the manner in which the boundaries are being engaged 
but to stress that complexity in the scenario is problematic. Thus also ‘the work on its 
own fails to be effective in communicating its meaning...it is necessary to read the 
programme notes’ (Roebuck 2004, n.p). This comment would not be out of place in 
respect of expectations of student choreography produced for GCSE and A Level 
examination since transparent authorial intention is valued. The multimedia approach 
however challenges essentialised accounts which focus on the formal qualities of 
movement alone since The Anatomy o f a Storyteller is ‘a piece of theatre., .very much 
more than just the steps, it is a beautiful piece of collaborative storytelling’ (added 
emphasis, Winship 2004a, n.p.). At issue here is the concept of autonomy.
The season highlights the fact that cross-disciplinary work with people not typically 
associated with dance is very much in evidence, producing new interactions between 
movement, sound and the visual environment that sometimes confused reviewers who 
searched for unity between the elements. For example: O Vertigo’s collaboration with 
an astrophysicist resulted in ‘pointless anecdotes’ (Percival 2004c, n.p) or ‘works
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through free association, juxtaposing images and actions...letting our minds jump the 
gaps’ (Roy 2004e, n.p); Yolande Snaith Theatredance (with a garden designer and 
visual artist) had costumes that were ‘slightly ludicrous’ (Phillips 2004a, n.p) or 
‘attractive visions’ (Hutera 2004e, n.p); while Carol Brown Dances (with an architect) 
was given scant coverage but the member who posted her comments on the feedback 
forum was appreciative, ‘I was pleasantly surprised...the visual effects...give the 
impression of completely drawing the dancers into an unreal virtual world’ (OdileGB 
2004, n.p). Use of technology, complex lighting, spoken text, installations, video and 
digital systems thus bring new information that could extend the subject content and 
conceptualisation within dance in education.
Performance skills not envisaged in the specifications are also in evidence: in Joe, by 
Fondation Jean-Pierre Perreault, pedestrian actions involve the dancers ‘running, 
marching and jumping without the normal quiet feet expected from contemporary 
dance’ (Rose 2004, n.p); in Sidi Larbi’s Tempus Fugit (2004), for Les Ballets C de la 
B, ‘almost all of the dancers sung (sic) powerfully and beautifully’ (Burt 2004b, n.p); 
and Philippe Decouflé’s So/o (2004) involves ‘table-top hand dances staged for mini­
camera’ (Hutera 2004a, n.p). Even Siobhan Davies, part of the heritage as a founder 
member of LCDT and making regular appearances at the festival since 1983 when she 
performed with Second Stride, confounds expectations with her 2004 Dance Umbrella 
commission. Bird Song (2004) because the dancers improvise two sections and the 
audience surrounds the work (Sanders 2006). Their very intimacy, and the uncertainty 
involved in the chance procedures, problematises notions of fixed outcomes, theatrical 
projection and view point.
A great number of the critics’ comments focus on dance technique. Cunningham’s 
Split Sides for example demonstrates ‘virtuoso dancing. In a marvelous solo.. .Bokaer 
holds rigid poses, breaking them with sudden undulations’ (Anderson 2004d, n.p) 
while in Wei’s Folding (2003), ‘two unearthly figures walking in perfect time with 
one another is enough to stun’ (Schwyzer 2004b, n.p). Balance and co-ordination is 
valued in the specifications so Cunninghamesque styles are acceptably demanding but 
Wei’s pedestrian approach, appreciated by the reviewer who is able to perceive a 
different type of difficulty, would challenge expected qualities. It was seen that the
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GCSE actively discourages presentation of pedestrian and minimalist movement. The 
notion of what constitutes physical skill in current practice and how the specifications 
might value it is problematised in these examples.
Another corpus of issues congregates around notions of embodied identity, as has 
been touched upon in discussion of The Hard Nut. Gender is not a large feature of the 
programmes but Batik, an all woman group from Japan, investigate ‘the soulless 
sexualisation’ (Roy 2004b, n.p) of the female body. lyuko Kuroda’s controversial 
work offended some, ‘I would have stayed at home had I known I would have to 
watch this woman play with herself and spit on stage all in the name of art’ (de Leon 
2004, n.p), but entertained others, ‘original and modem-minded...aspects of hiding 
and revelation... she allows jokes...! found myself never bored’ (Percival 2004d, n.p). 
Perhaps the variety of response to this ‘wild banshee ritual’ (Roy 2004b, n.p) was 
affected by different values in respect of performance qualities and what is considered 
to be appropriate thematic material. This piece had won first prize at the Toyota 
Choreography Awards so different cultural attitudes may also have played a part.
Indeed race and culture affect both dance material and the responses to it. Wei’s 
Folding (2003) for example, based on the idea of folding paper, was preferred to his 
Rite o f Spring. An Orientalist stereotyping is perhaps indicated: ‘meditative 
simplicity’ (Schwyzer 2004b, n.p); ‘a...glamorous and overtly Chinese ritual’ (Brown 
2004e, n.p); ‘like a shoal of exotic fish...it is a butoh-style piece’ (Dougill 2004c, 
n.p); and the dancers ‘create a ying/yang contrast' (Phillips 2004b, n.p). The perceived 
surface values of the piece also left some ‘impressed but unmoved’ (Hutera 2004c, 
n.p). Evaluated as a type of chinoiserie, Folding is thus seen to lack emotional depth. 
A particular form of expressionism is clearly valued. Furthermore the Chinese 
choreographer, now living in New York, ‘draws on a fusion of eastern and western 
cultures’ (Dougill 2004c, n.p) and this appears to be problematic for its critical 
reception. It is an example of how work that crosses racial or genre boundaries may 
be ill served by mainstream formalist analysis alone. Akram Khan, the subject of the 
next chapter, creates work in this vein also.
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Similar issues pertain for other performances. In the Dance Umbrella advertising 
brochure Adedayo Liardi states that he founded the Ijodee Dance Company ‘as a 
means to meld the aesthetic values of African physical storytelling to contemporary 
and modem movement’ (Anonymous 2004b, n.p). In a post show discussion, his 
choice of non-traditional costumes for the dancers was queried. He explained that his 
piece was contemporary and not traditional African dance. In respect of Raiz Di Polon 
however, who accompanied Ijodee in the programme, ‘it may be easier...for some 
audience members to encapsulate... [such work] in the gauze (sic) of primitivism and 
naivete’ (Bames 2004, n.p). If racial stereotyping seems to affect appreciation here, 
other work compounds the difficulty by using cross cultural dimensions as explicit 
subject matter. Larbi’s Tempus Fugit (2004), a multi layered piece of physical theatre, 
evokes different conceptions of time and how it might be controlled. This Flemish- 
Moroccan choreographer draws on many traditions but criticism that ‘there are too 
many episodes, too many inscmtable incidents’ (Dougill 2004a, n.p) indicates that 
again formalist analysis, which focuses on structural features alone, may be 
inadequate for this type of treatment. In addition to problematising structural 
relationships in dance, the collective character of this piece, in which material is 
devised in co-operation with the dancers, also challenges intentionality and autonomy 
as valued in the specifications.
Larbi draws on his ‘dancers’ own experiences’ (Anonymous 2004b, n.p). This use of 
autobiography is significant in other work too. Ginette Laurin’s Passare (2003), for O 
Vertigo, for example evokes a surreal world of ‘shards of fantasy and memory that 
[she] scatters and reshuffles’ (Roy 2004e, n.p) and the company, Mai Peno, use text 
by Jean Cocteau, with script created by her dance group, to investigate ‘dreams and 
absence...who are these people that we see...[they] seem to change appearance and 
personality at times’ (Percival 2004a, n.p). In both pieces the notion of a fixed, unified 
identity, and hence intentionality, is problematised. Autobiography is not only a 
thematic feature of the movement content, other elements also include these aspects. 
In Jean-Jaques Palix’s score for Yolande Snaith Theatredance, for example, 
‘children’s songs and a woman’s voice describing a lost Eden add the texture of 
memory and dream’ (Mackrell 2004d, n.p). Carol Brown Dances also incorporates 
similar concerns in its digital environment where an exploration of presence blurs the
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distinctions between real and virtual bodies. These works show that, along with issues 
revolving around heritage, notions of identity (personal, social, cultural, artistic), 
embodiment and physical presence are also significant in current practice.^
Although with a different balance, the Sadler’s Wells 2005 spring season gives 
evidence of similar issues. In the Flamenco Festival a contrast was drawn between 
modernising and traditional performers. In The Four Elements programme (four 
soloists), Alejandro Granados ‘is best in the wildest stamping’ (Anderson 2005d, n.p) 
since ‘it is always the pure Flamenco that thrills...Granados was explosive...it was 
the “gutsy” true Flamenco of my youth’ (Keet 2005, p.51). Critics applaud what they 
perceive as authentic. Eva Yerbabuena’s reviews are less enthusiastic because ‘so 
much is being lost in these over-manicured, over-miked shows’ (Brown 2005b, n.p) 
and ‘most insultingly, there are mad scenes...a 19*-century commonplace...the way 
she tells it, insanity is another frock to try on’ (Anderson 2005a, n.p). Heritage and 
intertexts to do with ballet (in particular works such as Coralli and Perrot’s Giselle of 
1841) are brought into play as a means to denigrate, rather than to elucidate, 
Yerbabuena’s psychological probing of ‘the female psyche’ (Hutera 2005a, n.p). 
Irmovation can be viewed positively since a ‘cheering opening-night audience’ 
(Hutera 2005a, n.p) enjoyed seeing flamenco taken ‘in exciting new directions with a 
reverence for tradition’ (Roebuck 2005, n.p). Heritage, in the sense of its renewal, 
produces problematic readings as critics struggle to identify how legacy and current 
forms relate to each other and how they might articulate the values of the latter.
Matthew Bourne’s Highland Fling (1994) is another example of this type of work. It 
is a reworking of Boumonville’s La Sylphide (1836) which gives rise to similar 
gender issues as Morris’s The Hard Nut. Along with the blurring of sexual identity, 
male and female sylphs are identically dressed. Bourne’s theme is ‘the archetypal 
ballet hero...dazzled...and ultimately destroyed by his love for a...magically 
unattainable woman’ (Mackrell 2005d, n.p). The dance, however, is ‘more than a 
witty and subversive raid on ballet history’ (Mackrell 2005a, n.p). Like Morris, 
Bourne also makes reference to popular culture and sets the work in present day 
Glasgow. His version of James sees the sylph in a drug induced hallucination and he 
destroys her in an act of willful, selfish violence rather than being betrayed into
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inadvertently doing this, as in the original ballet. Bourne’s multi layered approach, as 
with Morris’s style, indicates that different psychological perspectives are in 
operation and that drawing on intertextual information might be helpful. For example, 
the irony in Highland Fling is underlined if it is possible to appreciate that ‘the 
sylphs...have more in common with unappealing vengefiil Wilis’ (Daly 2005, p.50- 
51).
Other programmes also evoke issues of heritage. Richard Alston, ‘from the first 
generation of British modem dance’ (Anderson 2005e, n.p), like Siobhan Davies, is 
part of the historical context and his work has also been selected for A Level study 
(see Appendix C). Alston’s use of music-dance relationships is perhaps unproblematic 
in terms of the specifications since his style ‘ dips and swoops without losing the 
impulse of a phrase’ (Anderson 2005e, n.p), but further intertexts can still be useful in 
deepening the response. Alston states that,
music can be loaded with dance associations. Impossible for me to hear
Chopin and not think of images from Jerome Robbins’s Dances at a
Gathering.. .there are broad hints of Robbins in the opening Mazurka.
(Alston in Anonymous 2005a, n.p)
Also unproblematic in terms of the specifications is the conventional narrative 
treatment operating in Northern Ballet Theatre’s Peter Pan (2004). This work is not 
particularly challenging in respect of interpretation but Sylvie Guillem and The Ballet 
Boyz could be so considered and they emerge from within the heritage. Ex­
performers with the Royal Ballet and with international reputations, they are examples 
of ballet dancers performing experimental work. Their programme, which is a repeat 
of an Autumn performance at Sadler’s Wells, presents work by Russell Maliphant.^* 
His eclectic style produces a virtuosic pedestrianism (Sanders 2002). In Broken Fall 
(2004) ‘lifts, falls, rolls, jumps, throws, balances and twists remain...thrilling as ever, 
their execution...smoothly accomplished’ (Percival 2005, n.p). This again illustrates 
the tension that exists between pedestrian movement (as used in current practice) and 
what is typically valued as more challenging dance technique since in Maliphant’s 
work these supposedly polar approaches become less separately discernible. The fact 
that it premiered at the Royal Opera House is also indicative of the ongoing breaking 
of the boundaries between genres. Perhaps Maliphant’s Two (2001) presents most
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difficulty in respect of the specifications. A highly restricted use of space and an 
unusual focus on the upper limbs is in evidence which would transgress the need for 
sophistication in spatial design required by the top boundary for GCSE choreography;
rooted on the spot, [Guillem] displays all her virtuosity of arms and hands, 
playing with the light from her dark central square, increasing in velocity until 
her arms and legs are lashing the space in a dark blur.
(Brown 2004b, n.p)
Collaboration with the lighting designer, Michael Hulls, was significant. A particular 
effect influenced Maliphant’s choreography in that ‘a real dancing body, existing in 
real time and space, denies its corporeality and temporarily becomes a living 
evocation of a photograph using time-lapse exposure’ (Sanders 2002, p.53). As seen 
with Dance Umbrella, multimedia plays a significant role but Maliphant’s use of 
lighting as a starting point for the devising of action content is not typical. Structure, 
intention and performance are also challenged by his improvisational approach.
William: With Russell’s work, there are so many right ways of doing it
that we can afford to experiment and take more risks.
Michael: And after a performance Russell will notice that we’ve changed
things, and he’ll pick up on these new moments and say I like 
that, keep that.
William: He wants it to be constantly changing.
Michael: If we did that in a classical ballet we’d get shot!
(in Bagshaw 2005, n.p)
A ‘seminal work from 1977’ (Berry 2005, n.p), Robert Cohan’s Forest (originally 
made for London Contemporary Dance Theatre which closed in 1994) was presented 
by Phoenix Dance Company as part of its Inter Vivos programme; inter vivos 
translates from the Latin as ‘a gift from one living being to another, often of different 
generations’ (Anonymous 2005b, p.l). Clearly legacy is valued here and revival of 
this work caused much interest among critics. This particular choreographer is 
perhaps key both to the historical and mainstream context in the UK and to the type of 
work valued in the specifications.
Thanks to Cohan, former star of Martha Graham and contemporary of Merce 
Cunningham...Britain developed its own modem hybrid, combining the fine- 
cut poise of the new abstract dance with an expressive warmth.
(Brown 2005a, n.p)
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An unchallenging universalism, as envisaged in the specifications, is clear, T chose to 
place the dance in an imaginary forest because I wanted an environment with a sense 
of timelessness that everyone could relate to’ (Cohan in Anonymous 2005b, p.8).
Forest, however, refuses to fit neatly into expectations since ‘the score...follows 
the dancers’ movements so that their sense of time determines the length of the dance, 
which will therefore vary in every performance’ (Cohan in Anonymous 2005b, p.8). 
In respect of the skills of musicality and the music-dance relationships listed for A 
Level it is difficult to see exactly where this dancer-led, chance-based process fits and 
study of the work on video needs to acknowledge the fixed character of the version it 
provides. Heritage thus offers contradictions to the established notions, even by a 
seminal choreographer whose work might be thought to be easily containable within 
mainstream parameters. This is further evidence that it may not only be 
postmodernism which is problematic but that a failure to consider how the canon 
itself is being reinterpreted also challenges the specifications.
The Phoenix programme also contributes to the focus on visual elements, 
demonstrated as a significant trend in current practice. Darshan Singh Bhuller’s Eng- 
er-land (2005) uses a digital, interactive setting to allow humorous or crude 
reflections (depending on the critic’s viewpoint) in respect of urban street culture. 
‘Computer generated graphics respond and react to the dancers’ (Anonymous 2005d, 
n.p) allowing the performers ‘to live in a cartoon world’ (Berry 2005, n.p) where 
projectile vomiting, for example, is seen. Their stage presence is altered in this virtual 
environment, raising issues of embodiment and the physical identity of the dancer.
Didy Veldman’s See Blue Through (2001) uses autobiography as a starting point and 
demonstrates the prevalence of this approach. She was pregnant at the time and 
‘became inspired by the underwater world’ (Veldman in Anonymous 2005b, n.p). Her 
use of stretchy fabric, for the dancers to draw over their heads or envelope a partner, 
is not unusual in theatrical practice, for example Alwin Nicolais’s Imago (1963) or 
Martha Graham’s Lamentation (1930) also explored the use of material. This latter 
piece, performed sitting down, severely restricted the use of space and further 
illustrates a point made earlier, heritage contradicts, as well as confirms, the 
conceptualisation of dance as envisaged in the specifications. Indeed, if conventions.
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such as those in respect of the use of space, are not open to experimentation it is 
difficult to see how GCSE candidates, for example, could achieve the top boundaries 
for marks awarded for choreography since these require originality of response.
What is traditionally constituted as physical skill is being extended in current practice 
and discussion has already touched on the virtuosic pedestrianism of The Ballet Boyz 
for example. Female dancers also challenge traditional notions, for example, Sara 
Baras’s performance at the Flamenco Festival included the farucca which is usually 
danced by men. Descriptions praise her ‘sharp attack, chiseled line and machined 
footwork’ (Gilbert 2005b, n.p) and draw attention to her masculine-like technique. 
Critics note that her use of softer fabrics than are typical also enhances her feminine 
qualities. Issues of conflicting gender and embodiment are raised here, as they are 
with Grupo Corpo’s programme in a different way. The Brazilian company was 
criticised for what was perceived as a flagrant display where ‘spuriously macho chaps 
manhandle extremely pretty girls in a way that would make any self-respecting 
feminist reach for her Mauser’ (Crisp 2005, n.p). Formalist analysis alone is perhaps 
inadequate since a further point is how race and culture might affect the presentation 
of their work;
key to the way Grupo Corpo move lies in the hips...it’s rare to find a 
contemporary dance company that’s so close to its cultural roots. Pademeiras 
draws heavily fi-om Brazilian influences to construct rambling travelogues that 
explore the limbo land between folk dance and modem.
(Watson 2005, n.p)
Pina Bausch founded Tanztheater Wuppertal in 1973 and first visited Sadler’s Wells 
in 1980. She ‘has not only influenced a generation of choreographers, but also theatre 
makers, visual artists and film makers’(Alistair Spalding, Chief Executive/Artistic 
Director, Sadler's Wells, in Anonymous 2005c, n.p). Although she is a significant part 
of the heritage, like Merce Cunningham, her work still presents considerable 
problems. In Nelken (1982), ‘a woman is force fed food she hates...[and] a group of 
men.. .are allowed to bunny hop happily among the carnations’ (Mackrell 2005b, n.p) 
while Palermo Palermo (1989), ‘lines of dancers march across the stage, scattering 
handfuls of clothes...[and] clambering over the mbble’ (Anderson 2005c, n.p). Her
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programme thus presents considerable challenges to traditional performance qualities 
and structuring methods for dance.
Bausch’s work serves as a nexus for most of the themes and issues raised in the 
snapshot thus far. Both her pieces are old but they still divide opinion: the statement 
that ‘you know the alchemy of her imagination has started to function when you find 
yourself grinning fondly at her dancers’ (Mackrell 2005b, n.p) contrasts starkly with 
‘forgive me if I beg to differ with her legion of British fans...[her] exorbitant 
surrealism...leaves me cold’ (Craine 2005, n.p). The visual environment is again an 
important feature. In Nelken the stage is covered in ankle deep carnations and in 
Palermo Palermo a huge breeze block wall crashes down and creates rubble for the 
dancers to negotiate. This type of presentation is nowhere considered within the 
performance qualities or choreographic processes expected in the specifications.
Autobiography is a starting point in Nelken, which draws ‘on Bausch’s childhood in 
postwar Germany’ (Mackrell 2005b, n.p), and it is also part of her general working 
process since ‘Bausch famously journeys inwards for her material, deep into her own 
memories and her dancers’ fantasies and fears’ (Mackrell 2005c, n.p). This aspect, 
coupled vrith her refusal to explain her work, Bausch ‘offers no programme synopsis 
and no interviews which might neatly summarise the meaning’ (Neil Bartlett in 
Anonymous 2005c, n.p), problematises unified identity, transparency and the singular 
authorial voice envisaged in the specifications.
A range of issues focuses around identity. Bausch explores gender through thematic 
content and treatment, although a simple politics of feminism is not in evidence;
despoiled women strutting proud.. .Julie Shanahan, demandingly needy, insists 
that men splatter her with tomatoes. Like the guy who inhales and deflates his 
partner, robbing her of breath.. .men are attentive to each self-punishing need.
(Jays 2005, p.41)
Cross dressing is used and male identity explored. ‘The men, when they’re not 
dolorously henpecked victims, are preening peacocks, macho types or obsessed with 
food’ (Mackrell 2005c, n.p). A multi layered approach means that mainstream 
formalist analysis alone is inadequate;
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rambling structures, the apparent randomness of events... will resonate 
differently for each viewer.. .Bausch doesn’t intend for there to be a single 
answer.
(Gilbert 2005a, n.p)
Images are therefore open to being read in many different ways. A man places a 
circlet of cigarettes onto his head, for example, and critics describe this variously: a 
‘Statue of Liberty pose’ (Anderson 2005c, n.p); ‘the Virgin Mary’ (Gilbert 2005a, 
n.p) and a ‘crown of thorns’ (Mackrell 2005c, n.p). This open textured work, with its 
‘obsessively reiterated patterns of abstract movement’ (Marlowe 2005, n.p), 
multiplicity of episodes, and structural discontinuity, thus places emphasis on the role 
of the spectator in creating meaning, thereby challenging traditional music-dance 
structuring and authorial intentionality as valued in the specifications.
In terms of current practice Bausch is important. ‘One of the originators of the dance 
theatre tradition’ (Alistair Spalding, Chief Executive/Artistic Director, Sadler's Wells, 
in Anonymous 2005c, n.p), she produced a ‘sell-out season’ (Hutera 2005b, n.p) and 
is seen as significant globally since ‘today Bausch is a world brand, her ideas 
endlessly mimicked and referenced and theorised’ (Gilbert 2005a, n.p). Her work 
however, and indeed much on display in the snapshot, has been demonstrated to be 
greatly problematic in terms of the generic characterisation of the three strands, 
choreography, performance and appreciation, as embedded within the specifications.
Roles of choreographer and dancer in collaborative enterprises mean that 
intentionality and authenticity function differently. Physical skills have extended 
beyond those valued for assessment purposes in the public examinations. Modernist 
aesthetic qualities, traditional music-dance relationships and structuring devices are 
challenged. Cross disciplinary work brings new information and processes undreamt 
of when the subject content was written. The spectator has been resituated as co­
creator. Identity, unity and universality are all called into question and iconic works 
are being radically reconsidered by choreographers interested in updating them for the 
current era. Although tradition can be useful strategically, ‘it enables us to isolate the 
new against a background of permanence’ (Foucault 2002, p.23), the dance heritage 
upon which it is assumed that the specifications depend for their underpinning
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conceptualisation has been shown to be in conflict with expectations; notions of 
essentialised fixity within the canon are called into question and reappraisal is always 
a function of historicity. A double challenge, from postmodernism and a reinterpreted 
modernism, is faced by the specifications.
Movement itself now goes beyond traditional expectations. Where the physical 
presence of bodies is altered in digital exploration, where collaborative elements bring 
new aspects into play, or multi-layered structures disturb and disrupt unity, it is 
indicated that in these circumstances the use of mainstream formalist analysis alone, 
such as is applied by the critics and embedded within the specifications, might not be 
merely inadequate as a means to approach this type of work but it is suggested that it 
might also be positively unhelpful. This needs testing further since it appears 
significant in respect of the challenges presented to the specifications by current 
practice. As seen within the snapshot, this increasingly results in dance which does 
not merely question conventions but is multi-referential, crosses boundaries between 
genres and involves issues of race, culture, embodiment, identity and gender. 
Comments relating to Sidi Larbi in these respects are useful pointers to similar 
difficulties that might also be found in Akram Khan’s choreography, the subject of the 
following chapter.
1
3
The increasing objectivity of the analytical styles, to use Banes’s term, was 
discussed by Copeland (1986) who demonstrated how these earlier pedestrian 
forms were incorporating ballet technique. He still prefers to see these as post­
modern (his term) rather than as high modernism.
There is no intention to assert that mainstream modem dance and the West 
End are coimected or to categorise Swan Lake under a particular description. 
The point is that fringe companies are not normally featured in that location 
and that stereotypical boundaries might be seen to be breaking down.
That these seasons might be significant nationally, draw spectators fi-om the 
densely populated south east region, present commissioned work, host some 
companies that appear only in the capital or conversely those that tour 
elsewhere in the country for example, is not important to the discussion. They 
illustrate the challenge current practice presents; it is not necessary to confirm 
this exists everywhere within the UK.
Venues: Riverside Studios and ICA, London formed the main festival. Jordan 
gives a figure of 7,500 for 1978 when all the related events are taken in 
account (Jordan 1992).
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See also Mackrell (1992), who concurs with Jordan (1992), about the success 
of mixed programming and the significance of the festival to the development 
of contemporary dance.
Founded by John Ashworth at The Place Theatre in 1987 and 1990 
respectively; Spring Loaded is a showcase festival for emerging young 
companies who are invited to perform while Resolution! provides open access 
platforms for new and unknown choreographers (Rowell 2000),
7
8
10
II
Journals such as Dance Now or Dance Theatre Journal have less national 
readership within the general population and thus are not referred to.
It is not the intention to estimate how far Cunningham has influenced the UK, 
suffice it to say that choreographers such as Richard Alston and Siobhan 
Davies, whose work has often been selected for study in the specifications, 
both attest to his significance in respect of their styles.
David Gordon and Valda Setterfield also used autobiography in their staging 
of Ionesco’s play The Chairs. Although the production used some archive 
footage of them dancing, this was not a large feature of the presentation and it 
was treated as a piece of drama. In view of the lack of resources for analysis, 
this work is not considered here. Similarly Invisible Dances was not reviewed 
and the Film Festival occasioned only 2 members comments (brief) on the 
Dance Umbrella Feedback Forum.
The Imperial Ice Stars in Sleeping Beauty on Ice is not considered because its 
medium is skating and it occasioned only scant reviews. Agnes Oakes and 
Thomas Edur, guest artists with English National Ballet were due to end the 
spring season but an injury to Edur meant the cancellation of their programme. 
Appendix H reveals the fact that a mixed bill of classical and modem ballet 
was their intention.
Although an ex dancer with Sadler’s Wells Royal Ballet, Maliphant belongs to 
the generation of classical trained UK choreographers who turned to 
contemporary dance (Jonathan Burrows, Jeremy James, Matthew Hawkins, 
Michael Clark, Ashley Page for example) and hence produce innovative and 
hybrid styles.
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Turning and turning in the widening gyre
The falcon cannot hear the falconer;
Things fall apart; the centre cannot hold 
W.B Yeats: The Second Coming (1921)
In Chapter 5 it was hypothesised that application of mainstream formalist analysis, of 
the type which asks A Level candidates to ‘comment perceptively...on the structural 
and expressive aspects of dance, demonstrating clearly the relationship between the 
context of dances and their realisation in performance’ under Assessment Objective C 
(Anonymous 2001/2a, p. 10), is problematic. Current practice, of which ‘an 
understanding’ is expected under Assessment Objective B (Anonymous 200172a, 
p. 10), does not always lend itself readily to this standard analytical treatment. Two of 
the three Assessment Objectives appear compromised. A case study based on a 
deconstruction of the critics’ responses to Akram Khan, whose Rush (2000) was 
identified for A Level 2005, helps to expose these difficulties further. A Derridean- 
Foucauldian perspective, similar to that used in the previous chapter and for the same 
reasons, is taken but by focusing on a single work a more detailed and extensive 
analysis is possible in order to identify those issues of greatest challenge for the 
specifications and in particular, the A Level.
During the writing of a book about Rush, I found it necessary to simplify aspects of 
Khan’s style in order for it to be approached under the subject content for A Level.  ^
Two distinct issues emerged: I could convey only a partial understanding of Khan’s 
practice as a result of making a formalist analysis; and it was apparent that even if the 
complex hybridity of this dance might be elucidated through approaches other than 
those identified in the specifications, the relationship between structural and 
expressive aspects would not be demonstrable in a way that might answer to the 
clarity expected by Assessment Objective C.^
A brief summary of Khan’s career situates the discussion. Khan, of Bangladesh 
heritage, was bom in London in 1974 and is third generation British Asian.  ^ He 
studied Kathak as Sri Pratap Pawar’s disciple, being formally launched by the guru in 
his first solo recital at eighteen years of age. Kathak is the classical dance form of 
Northern India and Pakistan. It is noted for its fast chakkars (spins) and its 
fundamental relationship between music and movement. Footwork (emphasised by
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ankle bells) derives from the rhythms and rules of the time cycles of the musical 
accompaniment, producing complex variations and changing tempi. The focus on 
Nritta (abstract) elements is augmented with iconographie poses associated with the 
Hindu Gods. Khan states that Kathak has a ‘geometric...mathematical precision’ 
(Khan in Bragg 2002, n.p).
In 1994 Khan went to De Montfort University, his first experience of Contemporary 
dance and Ballet, and then attended the Northern School of Contemporary Dance 
from where he graduated with the highest marks ever awarded (Sanders 2003). The 
relationship between Kathak and Contemporary styles within Khan’s work and his 
personal performance qualities are important to the discussion in this chapter. Loose 
in Flight (1995), his first professional work, uses movement ‘embellished 
with...athletic Eurocrash-style rolls...[but] a programme note...hints at two separate 
strands (Kathak and Contemporary) within the solo’ (Sanders 2004a, p.4). Critics 
from the beginning used superlatives about his stage presence and technique: Khan 
has a ‘dazzling mixture of macho foot speed and honeyed muscular tone’ (Brown 
2002, n.p); he ‘is extraordinarily present in his performance...arms define distances 
like Blake’s drawing of God measuring the universe’ (Parry 2001, n.p).
In 2000 a Lisa Ullmann Travelling Scholarship took Khan to Anne Teresa de 
Keersmaeker’s PARTS school in Belgium to participate in the X group project. 
Kathak is traditionally accepted as a solo art but now Khan stated: ‘I was able to 
investigate my movement interests on other peoples’ bodies more. This was different 
from doing it the way I was taught, it could be a real experimentation to find my own 
way’ (Khan in Sanders 2004a, p.5). The founding of his company and his first group 
work. Rush (2000), followed.'  ^This is the dance identified as a set work for A Level 
study in 2005 -  2008. Critics again lauded his technique but for Parry ‘the question of 
whether Khan can transfer his skills to other bodies is part-answered by Rush...at 
first, you watch only him, then the structure takes over’ (2000, n.p). The hyperbole 
used when constructing Khan as a star performer is significant for the discussion.
For the purpose of exploring these issues, already evident in Loose in Flight and Rush, 
the intention is to focus on what attitudes might underlie the critics’ responses to ma
195
Chapter 6. Challenges presented by Akram Khan’s ma (2004) to the analytical
frameworks used by UK critics.
(2004), a work which students might study as part of the wider context (required for 
A2 study).^ The documents chosen for the case study are those that reach a large 
informed readership in the UK: broadsheet newspapers; the Dancing Times; and the 
website, www.criticaldance.com. A judgement about their representative status is not 
intended. They are selected because they are easy to access and they form the bulk of 
reviews in relation to ma.
As a result of the need for detailed analysis of a single work, a wider range of material 
is drawn on than in Chapter 5 and provides the basis for an investigation of how 
mainstream formalist aesthetics, as used by dance critics in the mass media and not 
dissimilar to those advocated in the specifications, might produce problematic 
readings for works such as ma. It was seen that other choreographers mix different 
styles together but Khan’s work presents specific challenges.^ In particular, he resists 
the notion that he is attempting to fuse Kathak and Contemporary as ‘it implies lack 
of force, deliberation and depth’ (Khan in Sanders 2003, p.21). Foucault (1986), 
(1991), (1998) gives an approach to understanding these issues in his suggestion that 
subjectivity is socially, culturally, linguistically and historically constructed in a 
system of power relations. These operate discursively, hence the significance of 
looking at the critics’ reviews in order to expose further the aesthetic theories, artistic 
values and cultural attitudes that might underpin them.
Ma earned a prestigious South Bank Show Award in 2005 yet the statement that it is 
‘a lovely idea lost in a thicket of overblown production’ (Brown 2004a, n.p) contrasts 
strangely with a view of it as ‘powerful and resonant’ (Burt 2004a, n.p). Mainstream 
critics had tended previously to treat Khan’s style as unproblematic but their 
application of formalist aesthetics to ma produces divergent responses. Non 
Eurocentric, non universalising approaches should however accept that this type of 
‘critique is already a stylistic analysis and therefore, peculiar to a particular form of 
dance’ (Adshead-Lansdale 1999, p.7). Morris (1996) states that formalist approaches 
should at least take into account the wider context. The critics’ resulting confusions 
demonstrate the difficulty of obtaining clarity, as required by the A Level. Ma, which 
in Hindi means both mother and earth, also represents a shift in Khan’s practice since 
Rush (Sanders 2004a) and this heightens the difficulties it poses for the specification.
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Ma transgresses the boundaries not only of the distinctive techniques, approaches and 
aesthetic values of Kathak and Contemporary dance but also the limits of the apparent 
binaries with which these genres are typically associated: classicism/modernism; 
traditional/contemporary; old/new; set/experimental; and not least, Eastern/Western. 
Apparent, in this last sentence, draws attention to the fact that understanding of these 
supposed oppositions is based on the myth of the homogeneity of style/genres which 
in itself is also problematic.’
Khan’s work is particularly useful as a case study because mainstream formalist 
aesthetics tends to ‘think of art forms as hybrid when they can be decomposed, 
conceptually, into two or more distinct activities’ (Levinson 1984, p.5). Under this 
characterisation such choreographic practices are described as blending, fusing or 
juxtaposing vocabularies; each style is treated as a unitary, identifiable feature within 
the whole. It also tends to assume the dominance of one set of associated values to 
which the other accommodates or is compared. It is not the intention to oversimplify 
but briefly, Christopher Bruce’s use of balletic elements within Contemporary dance, 
or Ashley Page’s aggressively off-kilter torso in Ballet for example, are considered 
unproblematic processes by many critics even if they do not like the effects.® This 
type of analysis does not expose the complex relationships in Khan’s work where the 
impact of Kathak and Contemporary might be seen as more akin to an overwriting of 
styles and easy resolution is denied,
where the boundaries are broken down, languages of origin are left behind and
instead, individual experiences are pushed forward to create new boundaries.
(Khan 2004a, n.p) ^
The importance Khan places on individual experience and his valuing as a performer 
suggests that analysis must also be undertaken at the level of the body, since the 
‘product is not the aesthetic effect of the dance [alone] but the materialised identity 
accomplished through the performativity of movement’ (Martin 1998, p.4). In 
addition to hybridity and the difficulty of deciphering the origins of the internal 
relationships within the work, questions now arise about the impact of racial identity 
and the British context, the effect of multicultural diversity, notions of authenticity in 
the transfer of Khan’s supposed idiosyncratic technique to other bodies and his status
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as a star performer. A range of theories is needed for this because reading the critics 
through a single prism will not elucidate the variety of their responses.
Issues thus appear to coalesce around two inter-related aspects: hybridity in identity, 
subjectivity, aesthetics and style; and embodiment of gender, ethnicity, race and 
desire. Thus poststructuralist, postcolonial, gender and cultural studies theorists, and 
three writers in particular, as indicated in Chapter 1, Jane Desmond, Michel Foucault 
and Homi Bhabha, are drawn upon to elucidate subjectivity from these different 
perspectives.
One reason why reviewers find ma problematic is their treatment of Khan’s 
choreography as chiefly Contemporary or Kathak but this does not provide a suitable 
frame of reference. For example, underlying the statement that ‘Khan has tied himself 
in knots trying to resolve pressing issues unique to his two-sided talent, fusing Asia 
and Europe, old and new, experiment and spirituality’ (Brown 2004a, n.p) is the 
presumption of binary opposition. The polarity, Asian spirituality and European 
novelty, obscures what might be more complex productions of identity. In this 
respect, Bhabha points to the impact of race and migrant experience, ‘once the 
cultural and historical hybridity of the postcolonial world is taken as the paradigmatic 
place of departure’ (1994, p.21). It should be noted that some writers in this field 
place greater emphasis on social c lass.K han’s middle class background (his mother 
is a teacher, his father a restaurateur) must be borne in mind. Others claim existing 
black culture is significant, and that encounters with racism are not pre-determining, 
in order to find a measure of empowerment and agency." Khan’s Kathak heritage is a 
positive element, however the notion of a hybrid selfrother, ‘an authorized version of 
otherness’ (Bhabha 1994, p.67) draws attention to the unequal distribution of power in 
cultural difference which is important when considering the critics’ responses.
Khan, emphasising notions of multiple identity, rejects not only ideas of fusion but 
also those of resolution since this would indicate a ‘point of arrival [and] if we arrive 
somewhere then I have no reason to continue what I’m doing’ (Khan in Anonymous 
2004d). Bhabha’s concept of becoming, ‘a coming-to-consciousness’ which is in
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perpetual recreation (Chambers 1996, p.206), usefully elucidates the fluidity which 
Khan notes as important and challenges unified modernistic perspectives;
the move away from the singularities of ‘class’ and ‘gender’ as primary 
conceptual and organisational categories, has resulted in an awareness of the 
subject positions -  of race, gender, generation, institutional location, 
geopolitical locale, sexual orientation -  that inhabit any claim to identity in the 
modem world.
(Bhabha 1994, p.l, emphasis added)
Statements such as its ‘themes are so embedded in the dance that they’re not always 
accessible’ (Parry 2004a, n.p) or ‘whenever [Khan] joins the dance...everything else 
vanishes...as he dances with that catapult dangerousness’ (Brown 2004a, n.p) 
illustrate that Khan’s work is not being situated within the wider cultural domain. 
Underlying these comments are formalist aesthetics which place emphasis on the 
autonomy of art. This notion is challenged, however, in various ways. Writers such as 
Janet Wolff (1981), point to the significance of its social production; Umberto Eco 
(1984) emphasises the prior existence of the reader as essential to notions of text; and 
Terry Eagleton (1990) demonstrates how the disinterested objectivity of modernist 
aesthetics is already positioned as an ideological stance." Although Randy Martin’s 
concept of over-reading, a ‘methodological strategy for encumbering dance with 
politics’ is thus problematic, its opposite, under-reading, is interesting (Martin 1998, 
p. 17). There is no need to encumber dance with politics since it is already necessarily 
bound up with the socio-cultural context. Under-reading dance as a ‘purely aesthetic 
activity...partitioned from its social and political context, generating...a stable and 
self-containing divide between what is inside the dance and what is external’ (Martin 
1998, p.55), usefully points to this position as underpinning certain critical responses 
to ma.
A further useful notion results from Eagleton’s re-linking of ideology to the aesthetics 
of modernism. He states that,
ideological utterances conceal an essentially emotive content within a 
referential form, characterising the lived relation of the speaker to the world in 
the act of appearing to characterize the world.
(Eagleton 1990, p.94)
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If the term dance is substituted for ‘world’ in this quotation it suggests critics 
undertaking formalist analysis reveal their own ideological point of view through the 
use of emotive language to describe what is espoused as objective fact.^^
Descriptions of Khan’s ‘incredible’ presence (Brown 2004f, n.p) indicate that a barely 
concealed politics of desire is in operation in the constitution of his compelling 
difference or otherness, as further considered later in the chapter. ‘How one 
moves...constitutes a public enactment of sexuality and gender...[but] perceptions of 
such enactments are always calculated in relation to the dominant codes for such 
signs’ (Desmond 2001, p.6). This is problematic for the critics because Khan’s hybrid 
style destabilises the conventions. The hyperbole which constructs him as a star 
performer conscripts what is assumed as objectified, disembodied aesthetics to its 
service but the erotic undertones in the reviews illustrates that power relations are in 
operation. A dancer’s physical presence, racialised and gendered in appearance, is not
an empty signifier ... [but ] a material, socially inscribed agent, a non-univocal 
body, an open potentiality, a force-field constantly negotiating its position in 
the powerful struggle for its appropriation and control.
(Lepecki 2004, p.6)
Given that much of what is written about Khan involves comments about his ‘dark 
and muscular’ body (Hutera 2004d, n.p), his ‘lightening-speed’ (Brown 2004f, n.p) 
impact in performance and the difficulty of seeing it, ‘Khan skims across the stage 
like a current of water’(Parry 2004b, n.p), the concept of embodiment and the power- 
play in relationships between critic and dancer are highlighted as significant. Foucault 
theorises through many of his writings that universalising notions of nature inform 
conceptualisations of the body rather than its being seen as a site for the play of 
disciplinary effects which actively create and normalise this construction." As Smart 
succinctly states, ‘the body is shown to be located in a political field, invested with 
power relations which render it [both] docile and productive’ (Smart 2002, p.75).
Desmond, drawing on Pierre Bourdieu’s concept of the physical embodiment of social 
structures, also reinforces the perspective that the body is ‘always already 
meaningful...a marker for the production of gender, racial, ethnic, class and national 
identities’ (Desmond 1997, p.31)." The site of the body, in and of itself, is not
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therefore an absence of content but is ‘an act of representation that literally embodies 
the political, historical and epistemological conditions’ of the dance (Desmond 1997, 
p. 19) and is thus significant to understanding ma. Issues such as discussed here are 
not part of the subject content of the A Level specification.
Khan is still in the early stages of his career and ma is only his second full length 
work to date. Lynne Conner provides usefiil pointers to the problems that critics face 
under these particular circumstances. She examined newspaper dance criticism of 
modem dance in the United States (1850 to 1934), a period during which critics 
struggled to make sense of this emerging phenomenon. She stated that,
they were required to develop not only a written vocabulary but also a retinal 
vocabulary with which to see the new dance... [and] the mental framework for 
an effective viewing process.
(Conner 1997, p. 120)
There was a stmggle to find descriptive language to recreate images of the movement 
in reviews. Conner points out that the high status of music encouraged critics such as 
John Martin to borrow its terminology, ‘balance, harmony, rhythm, form, pattern, 
vitality.. .tempo, line, resolution’ (Conner 1997, p. 120), in order to teach audiences 
how to perceive structural relationships." It was indicated in Chapter 1 how the 
generation of historic modem dancers used these forms but perhaps the use of musical 
analogies might also be seen as a strategic choice. Critics of ma continue to draw on 
these tactics; ‘steadily accumulating patterns...crisscross the stage...one dancer rears 
like a cobra from a combat roll, another wheels and flashes like a samurai warrior 
(Mackrell 2004a, n.p). Music-dance connections are important in Kathak so the 
analogies are apt, but the metaphors evoke foreign, not familiar, flavours (substitute 
adder for ‘cobra’, or ‘wheels and flashes’ like Keannu Reeves in The Matrix to see 
what difference it might make). Exoticisation lends mystique to Khan’s movement. 
Edward Said’s (1995) concept of orientalism is used later to develop these aspects."
In addition to descriptive statements, Conner identifies two other types, evaluative 
and prescriptive." Reviews of ma often involve recommendations: ‘further guidance 
would help us find our own routes through’ (Parry 2004b, n.p); ‘judicious pruning, 
may yield its most promising fruit’ (Roy 2004a, n.p); ‘I’m not convinced that all his
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thoughts have been fully articulated’ (Hutera 2004d, n.p). Underlying these comments 
are notions of intentionality and uniqueness in which the choreographer’s meanings 
should be transparent, original and translatable into an ideal form that entirely 
contains them. Conner demonstrates how the critics’ attitudes and modem dance 
produced each other in a Foucauldian sense. Similar strategies seem to be applied to 
Khan.
Other forms of criticism have also developed which are useful to explore. Sally Banes 
(1994) suggests four critical operations; description, interpretation, contextual 
explanation and evaluation. Conner states that the latter, in early modem dance, seems 
‘to have unconsciously included interpretation...and contextual explanation (Conner 
1997, p. 144). In other words appraising (judging worth) and interpreting (explaining 
meaning) which were seen as being separately applicable became entangled. Actually 
this was unavoidable. Foucault (2002) explodes the concept of truth as that which 
pertains to objectified rationality and points instead to tmth as a discursive strategy. 
Critics present description as being autonomous, observable, empirical fact but 
conflation with appraisal/interpretation allows the invasion of value-judgements.^® 
This operates as a tactic of power since it obscures, either unconsciously or 
deliberately, the ideology of the critic’s standpoint.
Truth is...produced only by virtue of multiple forms of constraint. And it 
induces regular effects of power. Each society has its regime...the types of 
discourses which it accepts...as true, the mechanisms and instances which 
enable one to distinguish tme and false statements.
(Foucault in Rabinow 1991, p. 72)
It would seem useful therefore to look for evidence of conflation in responses to ma. 
Brown’s description-évaluation, for example, of the set’s ‘attention-seeking lights, 
trendy wire cables and microphones’ is seen as being in contrast with the 
‘beautifid...mysterious’ (Brown 2004a, n.p) qualities of Kaash (2002). This enables 
her to dismiss the technologised aspects as merely irrelevant, only functioning as 
brash surface style. She presents this as obscuring what the dance ought to be about, 
‘communicating with another world’ (Brown 2004a, n.p), and hence the more natural, 
spiritual othemess which it should express. In addition to Asian stereotyping, a 
reductive essentialism, redolent of traditional aesthetics, underlies this view. It also
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links perhaps with the valuing of primitivism. ‘The regeneration of Europe by Asia — 
was a very influential Romantic idea...it was Indian culture and religion that could 
defeat the materialism and mechanism.. .of Occidental culture’ (Said 1995, p. 115).
Like Banes’s critical operations, but somewhat different to these, Adshead (1988) 
provides a four part framework for analysis, usefully outlining the skills and concepts 
necessary to each part of the process. These are; describing the components; 
discerning the form; interpreting; and evaluating the dance. The need to appraise 
worth, by paying attention to ‘the values associated with the socio-cultural 
background...and the norms and standards inherent in the specific style’, is clarified 
(Adshead 1988, p. 121). Contexts within the wider cultural domain are seen to have a 
further impact.
The wider political and social events...the artistic frame...the immediate 
dance context of the creator and receivers of the piece...linked...[to] the 
codification of typical subject matter and methods of treating it in different 
dance genres and sty les... are crucial factors in the ‘construction’ of a new 
dance text, by the choreographer or reader. In analysing dances these elements 
interact as potential intertexts from which the reader can select in a variety of 
ways to construct multiple interpretations.
(Adshead-Lansdale 1999, p.l 1)
A position seen as ‘ugly and inflexible’ (Anderson 2004b, n.p) strikes another as ‘an 
inverted version of an iconic moment in Ailey’s Revelations’ (Burt 2004a, n.p).^  ^ The 
use of this intertext allows Burt to read spiritual meaning into the pose and to ally ma 
with another work involving cross cultural difference, thus highlighting this aspect as 
being of significance.^  ^Cultural experience, knowledge, and identity is explored and 
produced in dance (explicitly or not) and in ma, as seen with Sidi Larbi’s work and 
other choreographers in the previous chapter, there is a need to take into account the 
impact of cultural difference. Intertextuality, a strategy accepting plurality as its 
starting point, can be useful in approaching Khan’s hybrid style although few critics 
recognise its potential in this respect and it is not among the analytical concepts to be 
found in the A Level specification.
Banes, although writing of Latina communities in the USA, suggests an additional 
range of helpful questions in order to expose the impact of cultural identity.
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The stance of the choreographer in terms of group identity and history; how 
notions of ethnicity are constructed in the representational practices of the 
dance; how ethnicity is constructed in the culture at large; what devices are 
used as signifiers of “race”, class, gender, and sexuality in the dances; where 
and how language is used as part of the discourse of the dance; what other 
postmodern interventions take place; what kinds of images of Latinos these 
signs produce, reproduce, or critique; what audiences the choreographer 
addresses in the work.
(Banes 1994, p.328)
Khan addresses mainstream, elite audiences. Ma was presented in a high status venue, 
the Royal Festival Hall, London, where Khan was Associate Artist in 2003- 2005, the 
first time this position was held by a non musician.^  ^ It was also performed in 
Edinburgh’s biggest theatre. Parry suggests that this latter was risky programming, 
however it sold out, ‘which shows how widely Khan’s reputation has spread...a 
combination of influences from East and West, classic and contemporary, appealing 
to varied audiences’ (Parry 2004b, n.p).^ "^  This would imply that his work is not 
viewed either as inaccessible or problematic by promoters and that aspects of its 
hybridity might be seen as having positive value, albeit phrased in simplified binary 
opposition.
Levinson (1984) suggests two categories of hybrids: integrative hybrids in which 
elements combine to produce unity; and disintegrative hybrids, where they collide in 
fragmented juxtaposition and remain separate in the service of ideas. Leaving aside 
the issue that Levinson requires recognition of distinct entities, an essentialist position 
involving homogenous, authentic techniques, it points helpfully to the fact that critics 
might be looking for synthesis in Khan’s work.^^
The lack of a unitary voice is thus bewailed, for example, ‘it feels as if Khan lost his 
sense of direction in this Babel’ (Brown 2004a, n.p); harmonious transitions are 
preferred, ‘the welter of episodes makes for some rough stylistic lurches’ (Roy 2004a, 
n.p); synthesis is valued, ‘music and movement are so enmeshed that the intrusion of 
Louis Armstrong’s voice at the end seems a last resort’ (Parry 2004b, n.p); and 
fi-agmentation despoils unity, ‘Ma is deliberately confused, full of interruptions, but 
these don’t add up to a larger dance...Khan’s work is strongest when he drops the 
tricksiness and lets his company dance full out’ (Anderson 2005b, p.49). These
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statements demonstrate how deeply held is the value of coherence within mainstream 
attitudes. Radical juxtaposition might be acceptable to the critics in postmodern work, 
but Khan’s more cinematic approach is seen as transgressing the simplified duality, 
integrative and disintegrative, in which a hybrid can be one or the other, but not both.
Cinematic approaches might be seen as a significant feature in Khan’s style. He 
acknowledges interests in film and theatre and these media have long been significant 
aspects of his experience. He grew up watching Bollywood films, for example, and 
taught himself Hindi from them (Li Min 2004, n.p). As a teenager he toured in Sir 
Peter Brook’s production of The Mahabharata and in 2001 acted in his film, Hamlet. 
Khan admires filmmakers such as Quentin Tarantino, whose work influenced the 
flashback structure of Kaash, or David Lynch’s and Satyajit Ray’s use of real time in 
their editing techniques.
I see in scenes -  the images evolve until they seem to come to an end and 
overlap into the next scene. The more I make work, the more I learn how I 
work and I work cinematically.
(Sanders 2004a, p.l 1)
This might explain the use of a dramaturg, new for Khan, in the creation of ma, a 
‘dread discovery’ according to Brown (2004a, n.p), whose role Khan saw as ‘offering 
structures, how a scene develops...she provides questions...forces me to rethink’ 
(Khan in Anonymous 2004d). Burt is one of the few critics to acknowledge the 
difference that cinematic structuring might make. He states that earlier works such as 
Rush were more influenced by Western musical traditions and were thus easier to 
assimilate within mainstream aesthetics.^  ^Ma however has a ‘succession of scenes, 
some short, some longer, some building on previous ones, others contrasting with 
them’ (Burt 2004a, n.p). Filmic approaches see Khan shifting between integrative and 
disintegrative effects thus challenging modernist notions of synthesis and linearity.
Critics, however, want semiotic closure and contiguity between explanation and 
movement; ‘for ma...you should know what a baobab tree looks like...Khan’s 
dancers do, eventually, talk about baobabs’ (Parry 2004a, n.p). Classical Kathak 
performance alternates between abstract and story-telling episodes and, like film, is a 
source of narrative impulse for Khan." He points to the complex relationship he was
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exploring between the role of narrator and the material in ma, presenting and then 
telling the story, and vice versa (Anonymous 2004d). The valuing of intentionality 
and transparency by the reviewers thus acts to preclude uncertainty or ambiguity as 
being of potential use, and makes problematic the possibility of coming to multiple 
understandings of ma. Khan states, “I...didn’t want to lose the imagination of the 
audience. I don’t want to cut their imagination off (Khan in Winship 2004b, n.p) and 
this demonstrates his anti-essentialist position and openness to a range of 
interpretations.
Ma is denigrated as a ‘Babel’ (Brown 2004a, n.p) and more baldly, ‘Khan tries to 
explore too many themes without a convincing unity’ (Dougill 2004b, n.p). They feel 
that interpretation is undermined by Khan’s perceived failure to construct semiotic 
closure. When contiguous explanation for movements that appear to echo the shape of 
baobab trees is not provided, for example, he does not produce adequate explanation. 
Hence the complaint that ‘landscapes resonate with metaphors for those who live in 
them -  references lost on those who don’t’ (Parry 2004a, n.p).^ ® Khan of course lives 
in London and the ostrich-like postures to which the critics refer might be read 
variously. For example, Khan states that ‘the world for me right now is upside down, 
as if the world is being pulled [from] under you’ (in Anonymous 2004d). A company 
mission statement, ‘it is not to create a style that defines you but to create a form that 
is able to shift and change depending on its state and environment’ (Khan 2004a, n.p), 
is reminiscent of Bhabha’s concept of becoming. This type of ‘materialised identity’ 
(Martin 1998, p.4) evinces a shifting, multiple positionality but is viewed pejoratively 
by critics because it transgresses notions of artistic coherence and unitary subjectivity.
Critics prefer to focus on abstract qualities and they ignore political issues; for 
example, ‘Khan is strongest when he...just dances. Between interruptions, those 
arching bodies and sweeping floor patterns give Ma real power’ (Anderson 2004b, 
n.p). Ma however ‘was directly inspired by an essay by Arundhati Roy about a group 
of farmers in India being displaced from their land’ (Winship 2004b, n.p) but the 
reviews never refer to this context. The aesthetic project of modernism, which sought 
to ‘devise abstract conceptions of time and space freed from their location in history 
and society’ (Martin 1998, p. 179), presents a false universality and autonomy by
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ignoring its own colonising impulses. This is not a base from which to analyse Khan’s 
materialised identity because the authority which legitimated modernism’s aesthetic 
concerns is no longer tenable. Khan is clear that politics is of concern and that he tries 
to avoid colonising impulses:
as you grow older you start to be more aware of what’s happening in the rest 
of the world, and how the world is.. .actually it’s in chaos.. .1 refuse to perform 
in theatres where they haven’t seen the work...how can you book someone if 
you know nothing about them? Then obviously you’re booking it to fill some 
criteria: ‘OK, this is the Asian company for this season.
(Khan in Winship 2004b, n.p)
When Brown comments that the interruption of a story-telling episode in ma ‘ruins 
the tale’s numinousness’ (Brown 2004a, n.p) a colonising stereotype is, perhaps, 
being deployed. A notion of ‘the migrant’s double vision’ (Bhabha 1994, p.5), 
understood as that which does not totalise experience, emerges as helpful in exploring 
Khan’s hybrid materialised identity. The concept of racial duality can be traced to 
Said’s (1995) seminal work on the division between Orient and Occident in which 
western experience is theorised as the paradigm for the self. This dominant subject 
position constitutes its opposite, the other, through a tactic of power. The identity of 
this subjugated other, emerging out of a reactive ‘process of substitution, 
displacement or projection’ (Bhabha 1994, p. 162), thus has its own agency 
disempowered because it is created through the colonising impulse." The Western 
will to knowledge desires to understand and control by transforming the threatening 
othemess through the production of cultural stereotypes. These do not operate in a 
pre-determined manner, however, since Bhabha also proposes that the selTother 
stereotype is an authored image which, by allowing the possibility of réinscription, is 
not fixed and this allows agency to be reasserted. It would not be possible otherwise 
to envisage how migrant identity might be constmcted except through colonial 
discourse.
The position of power, authorised by the values of modernism, from which the critics 
write is undercut by postcolonial theory. It opens up a potential rift where agency can 
be exercised by proposing that culture, as a concept, is repositioned from its reliance 
on unified epistemological processes, based upon the assumed totalities of intention, 
and is seen instead as an enunciative operation which focuses on signifying activity.
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The limits of each binary, self/other, coloniser/colonised, are not merely broken or 
crossed under this perspective but the ‘boundary becomes the place from which 
something begins its presencing" (Bhabha 1994, original italics, p.5).^  ^Hermeneutic 
notions, such as those that underpin Brown’s standpoint in the above paragraph, thus 
become untenable. Objectified others can now emerge as ‘subjects of their [own] 
history and experience’ (Bhabha 1994, p. 178). This is clearly useful when examining 
a choreographer such as Khan and his hybrid style.
This introduces the idea of a third space, in between notions of Contemporary and 
Kathak, British and Asian, East and West, where ‘meanings and symbols of culture 
have no primordial unity or fixity [but can be] appropriated, translated, rehistoricised 
and read anew’ (Bhabha 1994, p.37). Critics, however, fail to grasp the import of 
Khan’s style as ‘a state of confiision’ (Khan 2004a, n.p). A significant moment of 
insight for Khan was in 1999 while working with Jonathan Burrows, who made him 
realise that ‘an alien style. Contemporary Dance, was imposed and led to confusion in 
the muscles...to mixing of information in the body’ (Sanders 2004a, p.7). Khan 
embraces this as being of positive value. It is not the muddled Babel of a 
schizophrenic identity seeking a nostalgic coherence that it lacks but is instead 
something productive, in the process of becoming, articulating itself in the third 
space. This, perhaps, explains why Khan’s double vision disturbs the critics’ ‘desire 
to see, to fix cultural difference in a containable, visible object (Bhabha 1994, p.50). 
Concomitant with colonial discourses, the reviews could be seen as mobilising racial 
stereotyping as a tactic of power since they have the effect of authorising and 
authoring a version of othemess which is acceptable to them.
Need for contiguous movement and explanation can thus signify as an act of 
differentiation that functions as dominating, hence the critics’ request, perhaps, that 
Khan provides for the correct interpretation of ma?^
The stories are in the dances, once you grasp how to read them: upside down 
baobab trees, tillers of the soil, women in labour, a sleeping community... 
international festival-goers are used to a raft of languages but further guidance 
would help us.
(Parry 2004b, n.p)
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Deployment of this totalising effect of explanation, another tactic of power, can act as 
an attempt to recolonise the third space. This is an example of the demand from those 
assuming authority that the subject be made to confess in order to ‘gain mastery over 
it...to subjugate it at the level of language’ (Foucault 1998, p. 17).
An important area where critics assume Khan’s authority is in his ‘dazzling’ technical 
prowess (Dougill 2004b, n.p). Being comfortable with the values associated with 
bodily competence they state that his dancers ‘cannot match his ...brilliance’ (Dougill 
2004b, n.p). Unacknowledged desire was suggested as underpinning attitudes to 
Khan’s star qualities and this is now seen to be partly fuelled by orientalisation; 
‘violent and velvety at once, [Khan] flaunts his confidence by moving from East to 
West in a single, fascinating swirl’ (Brown 2004f, n.p). Indeed, due to Khan’s success 
‘everyone wants to possess Khan.. .you marvel at the incredible.. .such force and such 
softness...your eyes disbelieve, your head explodes with pleasure’ (Brown 2004f, 
n.p). The emotive terminology is redolent of a view that is a ‘remarkably persistent 
motif in Western attitudes to the Orient...not only fecundity but sexual 
promise...untiring sensuality, unlimited desire’ (Said 1995, p. 188).
Further ramifications are that many reviewers make reference to Khan’s performance 
as being genuine, ‘one feels a blast of fresh, true air in the stale, re-breathed 
atmosphere of the rest’ (Brown 2004a, n.p). His dancers are perhaps felt to be lacking 
the authority of the originating practice because they are not trained in Kathak and 
hence, in some way, they are not authentic. The exemplar model is celebrated as male, 
‘dark and muscular’ (Hutera 2004d, n.p), therefore accepting the female dancers as 
his equals might appear to contradict Khan’s desired masculinity, so gender issues 
appear to be at work too.
Authenticity and the concomitant holistic subjectivity that is valued within 
modernism, assumes a particular type of self expression to be in play but this has been 
demonstrated to be no longer tenable." Thus in relating stories of childhood 
memories it is assumed that ‘Ma is about Khan himself and his boyhood game of 
hanging from a tree asking the earth questions, then putting his ear close to the ground 
in search of answers’ (Walker 2004, n.p). Autobiography, however, engages
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differently with issues of identity and agency. Personalised and specific, instead of 
essentialised and universal, it draws attention to ‘how layered with representation the 
self already is’ (Cooper Albright 1997, p. 127). The critics want to find a single, 
original signature but the impact of multiple subjectivities deflects this.
Ma seems further complicated to the critics by Khan’s choice of collaborators who are 
from a variety of cultures and nationalities. For example: the classically trained Italian 
composer Riccardo Nova, who also studied Indian musical forms; the dancers from 
South Africa, Slovakia and Malaysia; the musicians from Pakistan, India and Britain. 
This is important for Khan because he carefully lists their nationality in the company 
information (Anonymous undated-b). The work draws from all their experiences so 
agency is highly diverse. A dance itself is not merely an embodiment of a 
choreographer’s intention, nor is it an extension of his own physicalised presence 
alone, but it is constructed by and through other subjectivities who do not disappear 
into the fabric of its supposed unity. Indeed in ma the Western cellist and Indian 
percussionist are placed onstage, thus highlighting the hybridity and, during a 
narrative episode, two dancers provide different accounts of the story being told. They
bicker over the details, offer up other narratives and Khan suddenly seems to 
have sidestepped into the world of Pina Bausch, leaving his audience to make 
sense of the gaping holes and discordances that open out of the material.
(Mackrell 2004a, n.p)
Whether non-unitary qualities are viewed as a Babel, or embraced as something 
positive, depends on the appreciation of identity and agency as de-centred in a 
complex yet productive manner. The quotation from Yeats at the head of this chapter 
encapsulates the sense of doom with which the critics appear to view the 
encroachment of these new ideas; the natural order appears to be overturned, ‘peoples 
and frontiers of empire now inhabit and divide the centre, the co-ordinates that 
constitute...cultural identity...[are] irretrievably compounded’ (Chambers 1996, 
p.xii). Confusion appears to subvert what should be rational (another polarity) but 
Khan deliberately embraces the former as productive (Sanders 2004a). This creates 
further issues for hybridity. Desmond indicates.
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the complex effects of the commodification of movement styles, their 
migration, modification, quotation, adoption or rejection as part of the larger 
production of social identities [has not] been rigorously theorised.
(Desmond 1997, p.30)
It is important to reiterate the earlier account of the critics appearing to see Khan’s 
work as fulfilling a stereotypical Asian role and to re-emphasise that ‘meanings are 
generated within the parameters of the current and historical relations between the two 
groups and their constitution of each other as ‘other’ (Desmond 1997, p.37). Desmond 
extends this into a discussion of the manner in which movement and meaning is not 
simply borrowed or translated between forms. Indeed in hybrid sites it is likely that 
similar signs will actually carry different meanings (Bhabha 1990). A réinscription 
takes place in the transference. Desmond (1997), for example, describes how 
transactional processes occur between black and white lexicons in dance in the USA. 
White dancers removed the pelvic thrusts when copying early social dances 
associated with Black Americans because these movements had different 
connotations in white culture. Eventually, however, they were able to appropriate 
these too, but as a transgressive act.
This is partially helpful in approaching Khan’s work in spite of the temptation to view 
Kathak and Contemporary as operating in a similar bipolar way. Kathak is a classical 
form, supported by a middle class in general in the UK and although, as indicated 
earlier, it might sometimes be valued by white critics for its exoticism, it is not 
perceived as transgressive like Black American jazz. The situation, if applied to 
Contemporary dance, seems equally unproblematic since Khan’s parents were in 
agreement with his studying of Contemporary dance. The safety of performing 
movement from either genre does not seem to be of particular challenge in his case.
Desmond’s point, however, that sexualisation gave way to sensualisation within the 
white lexicon is particularly useful. It indicates that movement transferred between 
forms can become sanctioned as both safe and sophisticated. Khan’s movement 
choices are not necessarily erotic but the point seems to be applicable to the critics’ 
responses to Khan’s presence. Seeing Khan’s ‘seductive’ (Walker 2004, n.p) 
performance as either quintessentially Kathak or Contemporary allows notions of 
timeless classicism or abstract modernism to defuse or veil its dangerous potential.
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Khan’s embodiment can thus be reified as physical accomplishment, such as is 
assumed to predominate in terms like ‘bravura’ (Walker 2004, n.p) or ‘dazzling’ 
(Dougill 2004b, n.p). Critics can thus mask their fetishistic treatment of Khan by the 
ploy of appealing to an asexual, separate realm with intrinsic aesthetic qualities and 
unambiguous meaning. This tactic also assumes universal transhistorical qualities for 
the two styles, yet Kathak has been a product of successive oppressions and 
Contemporary dance was partly a reaction against the dominant form of ballet. Both 
have at times also been marginalised.
Khan thus stages complex representations of sexuality and gender, as well as race, 
although he might not appear to do so to critics undertaking formalist analysis which 
focuses on structural features. When the dominant code is white, Khan’s masculinity 
can be safely eulogised by the critics because of its exoticised difference. Foster, S., 
(in Desmond 2001) states that the female pioneers of modem dance may have 
presented a non sexualised corporeality to gain status while Cunningham staged a 
masculine rationality in order to do so; these are strategic choices for different reasons 
in the face of Ballet as the dominant aesthetic. This identifies another problem 
because in hybrid work it is not always clear which is the dominant code. Kathak may 
have been marginal in the UK in the 1970s but perhaps its status is greater now.^ "^
Khan, as a star vehicle, thus becomes the locus of ambiguous meanings. The critics 
admire the forceful energy of his movement; he stages virility and athleticism, 
qualities synonymous in both Kathak and Contemporary dance with performances of 
masculinity, but in addition an orientalism seems to be in play. The emotive character 
of the superlatives used personally in respect of Khan places him, as an object of 
desire, into a position of uncanny otherness, a notion further reinforced by note of the 
unexpected ‘softness’ sometimes displayed (Brown 2004f, n.p). Feminine and 
masculine qualities safely combine in this now magical presence.
Khan is perhaps aware of these voyeuristic qualities and comments on the ‘adrenalin 
response’ (Sanders 2004a, p.53) he perceives from the audience. Metakinesis is one 
explanation provided for the muscular response in which body speaks to body in the 
performer/spectator relationship, the visceral connection disrupting notions of the
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disinterested position of the spectator (Burt in Desmond 2001). This seems barely 
adequate to the situation since sympathetic muscular responses must be somewhat 
mhibited given the fact of the unfamiliar physical sense of Khan’s movement. This 
very unfamiliarity however might partly explain the use of terminology suggesting the 
unbelievable, the uncanny othemess, where ‘you marvel at the incredible’ (Brown 
2004f, n.p). Khan perhaps also becomes an eroticised spectacle as a result of this, but 
any quiescent, submissive qualities usually denoted by this type of labelling are 
absent since he is celebrated as active and virile. Herein lies one contradiction which 
resists a particular image of Asians as ‘submissive... passive and conformist’ (Rupa 
Huk in Sharma, Hutnyk et al. 1996, p.63).
Kathak however presents a different perspective on male/female, active/passive 
concepts to those found in Western forms of dance. Burt states,
ballet is a discourse of power that subjects the dancing body and inscribes 
meanings on it. The ballet vocabulary is not a set of neutral physical postures 
but a language with a history and traditions.
(Burt in Desmond 2001, p.229)
The term Kathak can be directly substituted for ‘ballet’ in this quotation. Kathak 
inscribes gendered meanings but uses tandava (virile, strong) and lasya (delicate, 
gentle) qualities, representing the masculine and feminine characteristics associated 
with the Hindu deity, Siva and his wife, Parvati. It is acceptable for these to be 
performed by dancers of either gender so no feminised presence is presumed in the 
embodiment of the male Kathak dancer, as there might be in Ballet or Contemporary 
dance.^  ^Khan’s uncanny othemess is a product of his exoticisation but it also reflects 
the critics’ need to construct an unthreatening politics of desire in relation to him.
Staging of masculinity by Khan is thus seen as acceptable, even though it includes 
elements related to the feminine. This makes his danced identity both sensualised 
(from the influx of female qualities) and eroticised, although this is veiled in the 
reviews which construct the desire operating within them as neutral, objectively 
relating to Khan’s embodiment as a star vehicle. Although Khan destabilises the 
norms of the classical form these are co-opted by critics as a strategy to control and
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produce this uncanny othemess. In this way, difference is deconstructed but certain of 
its values are reconstituted by the colonising impulses of the critics.
Brown, trying to make causal connections between the influx of ideas in Khan’s work 
and his period of time studying in Bmssels, complains that the dance is ‘all too 
recognisably school of...De Keersmaeker...it’s sad to see the unique Khan submitting 
to such a dreary, played-out genre’ (Brown 2004a, n.p). Khan is celebrated as a star 
but repositioned as an exotic spectacle; judged safe by the critics when intrinsic 
qualities are to be appreciated, but unsafe when political ideas or extrinsic context 
might be to the fore. It is possible that a more general dislike of conceptual dance 
theatre by UK critics underpins this too of course. Writing of the work of Pina Bausch 
for example, Norbert Servos notes that ‘one steady source of irritation is the principle 
of montage...the linkage of scenes in free association [which] refuses to be 
deciphered in the normal way ’ (in Carter 1998, p.38).
The episodic, overlapping structure of the dance has already been discussed but Khan 
also set himself a series of political questions as starting points for ma. For example,
where is earth if it has nobody to nurture it? Where is earth if it has nobody to 
water it? Where is earth if it has nobody to cry for it? Where is earth if it has 
nobody to witness it?
(Anonymous undated-b, n.p)
Critics are unconvinced that the lack of unity they perceive is purposefid, but Khan’s 
questions indicate that an open-ended text might be in operation. He is generous, 
suggesting that ‘people get so attached to something that they think is successful, that 
they’re not willing to open up to other things’ (Winship 2004b, n.p). There is likely to 
be an element of truth in this, however, the emotive quality of the critics’ language 
might also indicate feelings of betrayal animated perhaps by ‘ a perceived violation of 
the sense of knowing who the Other was and of rage about who they really tum out to 
be’ (Appadurai 1996, p. 154). Given Khan’s international reputation, the following 
comment certainly seems harsh; ‘Ma is surely a dance-recital that got badly out of 
hand’ (Brown 2004a, n.p). This could be read as deeply insulting if attention is paid to 
the notion that ‘the solo...was a distinctive marker for early modem dance...Isadora 
Duncan and Ruth St. Denis dared to hold a stage alone...[but now] composition
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classes usually treat the solo as the basic building block from which the more 
advanced forms -  duets and groups - develop’ (Banes 1994, p.349).
In summary, hybridity is not a term which resolves the problems of identity, instead it 
‘gives rise to a series of questions of authority...so that other ‘denied’ knowledge 
enters upon the dominant discourse and estrange[s] the basis of...its rules of 
recognition’ (Bhabha 1994, pp. 113 - 114). This is, perhaps, why critics find ma so 
problematic. Khan’s work is neither one style nor the other, but can be seen 
simultaneously as both, and neither. It is in a process of becoming, establishing new 
forms of meaning and emergent boundaries; a renegotiation which avoids simple 
objectification and rejects the notion that everything is translatable. Bhabha 
emphasises that ‘undecidability...at the frontiers of cultural hybridity’ (1990, p.312) 
is resistant to reincorporation by the dominant practice and is thus of positive value. 
This type of work cannot be treated as hermetically sealed, therefore intertextuality is 
highlighted as one way of approaching its complexities but this form of analysis is not 
included in the A Level specification.
Khan is clear that what he calls confusion is productive; he states, ‘it is the research of 
Kathak...and to slowly become...story tellers (Kathakers) of a new breed, with a 
unique voice, with new boundaries and new stories’ (2004a, n.p). The critics’ 
responses however demonstrate the difficulties when formalist analysis is used alone, 
as unproblematic, to make sense of this. Current practice does not readily offer up its 
riches under these conditions, but this could also be seen as a tactic for control.
Cultural forms continue to be imbued with an exoticised, othered status in the
West, and our primary goal has been to break out of the Orientalist tradition of
simply making knowable these cultural productions’
(Sharma, Hutnyk et al. 1996, p.2)
Poststructural, intertextual approaches have been identified as being of potential use 
for analysing the complexities of hybrid work that appears resistant to totalisation 
because this type of dance style is ‘never a question of the admixture of pre-given 
identities or essences’ (Bhabha 1990, p.314). The critics’ early feting of Khan might 
be seen as indicating ‘the Eurocentric limits of the celebration of hybrid othemess’ 
(Sharma, Hutnyk et al. 1996, p.3). There is one proviso that arises out of Sharma’s
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timely warning in the longer quotation above; in order to avoid a charge of attempting 
recolonisation, the challenge for the next chapter is to avoid simply making Khan’s 
work knowable while pursuing a poststructuralist analysis that takes into account the 
previous discussion.
Sanders, L., Akram Khan’s Rush: Creative Insights, Dance Books, 2004. A 
resource specifically for teachers and students that provides contextual 
information and a formalist analysis grounded in the content and terminology 
for appreciation identified in the GCE A level specification.
Hanstein (in Overby 1989) indicates notions of clarity might arise due to 
equating expression in art with expression in language; correspondence 
between symbol and referent is expected. If meaning is not clear in language it 
is presumed other words can be substituted. In dance different movement 
results in different effects.
Shobana Jeyasingh, as an immigrant in the UK identifies a ‘pattern of 
belonging that is multidimensional’ (Carter 1998 p.48). How this is referred to 
changes over time; terms are relabelled (Anthias and Yuval-Davis 1993). 
Sharma in (Sharma, Hutnyk et al. 1996) states the category, Asian, is 
essentialist and needs deconstructing. It is usual to attach originary racial 
signs onto Britishness but Sarfaz Manzour, in Don’t Call Me Asian, BBC 
Radio 4 (January 16th, 2005), stated that increasingly Asians are identifying 
themselves by their religion to avoid being connected to stereotypical Islamist 
labels. Khan speaks of his mixed British Asian heritage so this will be used 
with the proviso that ‘neither term is guaranteed by presumptions of an 
autonomous history and identity; and neither term can simply be added to the 
other...to create a facile composite’ (Chambers 1996. Emphasis added, p.49).
Rush premiered initially as a work in progress in Brussels in 2000.
In 2004 the catastrophic drop in achievement at A level in dance led to 
changes in the Unit 3 and 6 papers for 2005. The number of questions and the 
duration of the examination was reduced and the format altered to give 
structured questions, rather than essay titles. The effect of this was to simplify 
the papers and seems to have also led to a curtailment somewhat in the breadth 
of context being studied (pers.com at Inservice Training events). Nevertheless, 
in spite of these changes to assessment procedures, the point made in this 
chapter remains pertinent to the challenges identified for the subject content 
and conceptualisation of the specifications.
Other Asian choreographers make boundary-crossing work, for example, 
Mavin Khoo’s Bharata Natyam and Ballet mix outlined in Sanders (2004a). 
However few have reached Khan’s prominence and thus are perhaps not seen 
as problematic yet. Choreographers such as Shobana Jeyasingh established 
innovative working within a single genre and hence critics approach this work 
differently. See Sanders (2004b).
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Kathak, for example, although a classical form, does not prescribe set 
movements. Dancers may make individual interpretations. Improvisation is 
key to the savaal javaab (jugal bandi) episodes in which the dancer and 
musician challenge each other in question and answer format.
It can take critics time to decide which is the home key (to borrow a musical 
term). Sometimes tension in the accommodation is resolved by renaming. For 
example, in the shift from classical to modem ballet it is clear that ballet is 
dominant and that its values are functioning, although somewhat adapted.
Appadurai (1996) notes the fractual characteristics of culture but looks to 
overlaps, not separations, between forms. Hall (in Morley and Chen 1996) 
points to difference as being productive of contradictory instability through a 
process of articulation; ideas become linked under certain circumstances but 
can be broken apart again and are thus never absolute.
10
II
12
13
For example: Ahmad (1994); and Hall (in Morley and Chen 1996).
For example: Gilroy (1987) and Chambers (1996).
Similar views can be found expressed by Gilroy (in 1996) and Hall (in Morley 
and Chen 1996).
See also Franko (1995) for a critique which reinstalls politics into objectified 
accounts of modernism, for example, identifying Isadora Duncan with sexual 
politics not just self expression. Autonomy within formalist aesthetics links to 
Kantian ideals of disinterestedness. The decentering of the subject, 
poststructuralism and the return of the repressed within postmodern dance, as 
celebrated by Carroll (1984) for example, all challenge it. Foucault writes that 
anyway ‘the ft"ontiers...are never clear-cut...autonomous form...is caught up 
in a system of references to other .. .texts’ (2002, p.25).
Ideology is not necessarily a pejorative term. Hall proposes it is the 
‘intervention of ideology into language’ (in Morley and Chen 1996, p. 137) 
which allows interpretation to be produced.
In particular Foucault (1991) with its emphasis on the body as a target is 
interesting in respect of the productive/repressive aspects of dance technique.
"  Foster (in Desmond 1997) writes about ‘a body-of-ideas’ produced through 
dance technique (p.236). Cooper-Abright states that choreographers ask ‘that 
audiences see their bodies as a source of cultural identity’ (1997, p.xxvi). It is 
thus essential to explore how identity is produced in Khan’s work and through 
the critics’ writing of it.
Many early critics were music specialists and the terminology was familiar. 
Martin (in Desmond 1997) points to greater significance now placed on the 
audience, no longer seen as passive consumer. Foster (1986) and (1996)
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suggests different modes of reading taken from literary theoiy as a basis for 
interpretation; and more currently, intertextuaiit}'. as in Adshead-Lansdale 
(1999), indicates an active spectator.
IS
19
20
21
22
Chen (1997) indicates how easily a process of seif-orientalisation can occur in 
discussion of Taiwan’s reinvention of nationalist approaches in developing 
new forms of modem dance.
These are not mutually exclusive and 'the extent to which one type is 
emphasised over the others signals important changes in the history of the 
discourse’ (Conner 1997, p.7).
The preceding discussion about the use of ideology indicates that description 
is never factually objective in a positi\dst manner. However, distinctions can 
be useful between evaluative and interpretive comments where it is understood 
that description may be infused with either and its effects located.
Burt as an academic writer and lecturer from De Montfort University is more 
likely to understand the potential of intertextual processes.
Revelations (1960) by the African American Alvin lAiley. is danced to gospel 
music. The iconic pose, in which a group of dancers in close proximity, with 
bodies bowed over and arms outspread like angels wings, could be seen to 
express both a deep spirituality and the sense of a community bound together 
in adversity. Ailey’s eclectic modem dance st>ie included jazz, ballet, 
contemporary and African American sources.
"  Ma ran from Tuesday 30* November to Sunday 5* December 2004. The 
South Bank Centre was one of the co-producers/investors. Others were the 
Theatre de la Ville, Singapore Arts Festival, Romaeuropa Festival 2004, Arts 
Centre Vooruit Tanshaus Düsseldorf, Holland Festival, Goteborg Festival, and 
the Lincoln Centre for the Performing Arts. (Source: Akram Khan Company). 
This indicates the global context within which Khan operates.
Given the fact that dance features regularly as part of the Edinburgh Festival 
the assumption that Scotland might be too geographically distant to have heard 
of Khan is perhaps a little naïve on the part of the critic.
Kathak is a hybrid technique. Its origins are complex, having mixed together 
Hindu and Muslim traditions during the Moghul Empire in Northern India. 
The major abandonment of Indian traditions during the British Raj and the 
resurging of Indian nationalism in 20th century have impacted on various 
claims and counterclaims in respect of the authenticity' of the reclaimed Indian 
heritage. Contemporary dance with its eclectic tendencies is likewise not 
unitary in any simple sense.
The movement for section one of Rush was based upon a rare Indian time 
cycle of 9V2beats but Andy Cowton’s music gave ambient atmosphere. In 
section two a polyrythmic pulse, layering beats of 6 against 5, caused the main
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accent to shift asymmetrically as it does with traditional Kathak. The 
relationship between music and movement is thus not entirely Western and I 
would maintain that Rush was also episodic in a cinematic manner but that this 
was less obvious than in ma.
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Gaths (storytelling episodes) do not use representational mime or the 
conventional hastas found in Bharata Natyam because the whole body is to be 
expressive. Characters or animals are alluded to, their essential qualities or 
emotional states expressed for audiences well versed in the stories. The dancer 
plays male and female roles, each change separated by a palta (an abstract 
gesture or turning action).
Baobab trees have an unusual shape; they have the appearance of being 
planted upside down.
Gilroy (1987) stresses black identity is not structured solely through the 
experience of racism. Thus the heritage of Kathak in Khan’s background is 
important.
Bhabha (1990) also discusses the production of nationality as discursive 
procedure and notes the Janus-faced ambivalence of boundaries that reveal the 
possibility of pluralism not fixity.
Practices might also be viewed as unintentionally racist in terms of their effect 
(Anthias and Yuval-Davis 1993).
There is an obtuse element in Parry’s criticism ‘there’s a cataclysm at the end 
I’d like to know more about, a wipe-out of the world he has established’(Parry 
2004a); quite, this is indeed the cataclysm in ma.
As in, for example, Humphrey (1959).
Sanders tracks the development of South Asian Dance in the UK and identifies 
‘the growing confidence...shown by the large scale projects organized by the 
Akademi at prestigious venues’ (2004a, pp.48-49). Akademi was originally 
the Academy of Indian Dance which was founded in 1979 by Tara Rajkumar 
to build audiences and raise awareness.
Indeed the male quality or style is a god-given activity and linked to the dance 
of creation performed by Siva in his incarnation as Nataraja, Lord of the 
Dance.
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Chapter 7. Poststructuralist analysis of Akram Khan’s ma (2004).
In Chapter 6 the deconstruction of mainstream critics’ responses to Akram Khan’s ma
(2004) used a Derridean-Foucauldian perspective in order to identify significant 
challenges for the GCE A Level specification. In particular it exposed the limitations in 
understanding which can result from the application of mainstream formalist analytical 
processes to a current work. Contemporary Kathak, the style Khan describes as one of 
confusion, and for which he is feted world wide, was seen to provide particular 
difficulties to perspectives which focus on structural accounts. Not explicable as fusion or 
juxtaposition, the relationship between the two genres in his work is complex and resists 
totalisation. * It was argued that a shift in perspective is required in order to see this in an 
appropriate light: identity and subjectivity need to be treated as multiple, disintegrative 
and de-centred concepts rather than unitary, autonomous, predetermined and universal. 
Furthermore, the theorising of Foucault on the historical/social scientific aspects of power 
and discourse, Desmond on gender and Bhabha on postcolonial identity/culture generated 
two inter-related issues, hybridity and embodiment, which can be seen as significant to 
interpretation of the dance.
Poststructural analytical processes were suggested as having the potential to answer to ma 
more sympathetically. In this chapter, intertextual approaches (although already 
considered, these are justified in more detail later) are brought to bear in order to explore 
how interpretation of the dance might be enriched and more appropriately constructed. It 
is not argued that all aspects of formalist critique are irrelevant but that a sole use of this, 
with its underlying assumptions of totalising universality, hermetic coherence and 
reductive essentialism for example, would be problematic. It still remains necessary to 
explore the features of a dance and more circumscribed formalist applications might be 
useful. They could provide, for example, ways to describe internal relationships in the 
work, which would be important since aspects such as intricate rhythmic patterning are 
involved in Contemporary Kathak. Khan’s style however is not well served by notions 
that genres are homogenous, unitary sets of practices and the touchstones by which 
confusions (as negative attributes) are resolvable.  ^ Frow, writing within literary and 
critical studies, sees genre as a dynamic process rather than as a set of governing rules.
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He provides a useful prism through which to view the hybridity of Khan’s work since 
historicity abandons origin as the incontrovertible fixing of identity.
The assumption is that the moment of constitution...establishes...essential 
characteristics, which then continue to be operative...[but] the form and the 
function of genres change constantly.
(Frow 2006, pp. 136-137)
Khan does not merely relocate movement, he transforms it. Although some effects may 
be traceable to specific origins, all are not and their significance, now answerable in the 
new context, is not in any event entirely explained by the old: ‘what structuralists 
necessarily leave out of the account is the excess of meaning over form’ (Norris 1987, 
p.224, original emphasis).  ^ It is not helpful therefore to proceed from a basis that views 
ma as a self referential system that is operating within stable, fixed boundaries which 
separate it from the world of the extra- or the co«-textual, that which is clearly outside it;
the edge of the text is a site of dangerous ambivalence which must be negotiated 
and se cured...frames work to define the text against those things which it is 
not...and to convey information from that adjacent world to the...text. The frame 
belongs to both domains -  both ‘inside’ and ‘outside’ -  and to neither.
(Frow 2006, p. 106, emphasis added)
Frow does not suggest that boundaries thus secured are stable since ‘ambivalence’ is 
important. Although useful as a strategy for approaching complex phenomena, judgement 
in respect of what a text is not, as when holding up an object for observation against a 
background which throws it into relief, fails to produce a consequential fixed 
understanding of what the object is. It might be a great many things, irrespective of what 
it is not. Evaluation is historically and culturally located and is therefore open to 
renegotiation.
Text is best seen as performative because it works ‘upon a set [or sets] of generic raw 
materials. The relationship is one of productive elaboration rather than of derivation or 
determination’ (Frow 2006, p.24, emphasis added). The resultant fluidity, in which genre 
shapes the outcome but in its turn may itself be altered in the process, provides another 
mechanism by which change over time occurs and stability is displaced. Chaos is not
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implied however since although they are socially constructed, genres are also systems of 
convention, ‘grounded in the institutions’, culturally transmitted and therefore capable of 
being shared communally (p. 102).
Released from a position of dictatorial control, genre is now be seen to be useful as a 
sense-making strategy or as ‘a framework for processing information’ (Frow 2006, p.80). 
It gives pointers to the kinds of intertextual knowledge that could be appropriate, 
indicates which reading positions might be available and provides guidance as to 
‘what...counts as plausible’ meaning (p. 103). Although not predetermining the outcome 
therefore, it suggests cues or clues as part of a dynamic interactive process which offers a 
form of constraint that is productive. It reveals a lucrative area of potential, ‘the unsaid of 
texts, the information which lies latent’ in the background (p.83) which can be activated 
in order to facilitate interpretation: another ‘speculative response’ (Worton in Adshead- 
Lansdale 1999, p.xi).
Formalist critique however tends to assume pre-existing, self sufficient, regulatory frames 
of reference, its sole use encouraging a view that unitary outcomes should emerge from 
Khan’s confusion. Hence, when relationships between the aesthetic values 
(classicism/modemism, Eastern/Western) appear to be in tension, formalism assumes that 
it is the dance itself which is flawed rather than the analytical method. Frow 
acknowledges that although some complex work might indeed defy classification, ‘the 
point. ..is not to assign it to one or more genres, but rather to notice its provocation of the 
question about what kind of thing this is’ (Frow 2006, p. 106, emphasis added). A 
productive ambiguity is seen to characterise the kind of thing ma is, as the analysis later 
in this chapter illustrates.
Derrida’s notion (in Kamuf 1991) of an irreducible pharmakon (Ancient Greek: poison 
and cure), in which both meanings of an antithetical term are present simultaneously, 
illustrates how ambiguity might be seen instead as a productive undecidability. Confusion 
is thus not always reconcilable and could also be termed more positively as ‘the 
unharmonizable’ (Lyotard 2004, p4). It is not the case that
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senseless difference be destined to making sense, as opposition in a system [rather 
it is] promised to the becoming-system. As if reason had no doubt that its 
vocation is to draw on the indeterminate to give it form, and that it cannot fail to 
succeed in this. Yet it is only at the price of this doubt that reason reasons.
(Lyotard 2004, original emphasis, p.4)
Types of analysis that focus on structure at the expense of contextual aspects, typically 
approach the subtle interplay in operation across the genres in Contemporary Kathak by 
attempting to reduce the effects to regulatory points of origin. It is not possible however 
to separate these when both are present, pharmakon-like, in the same movement. Khan is 
clear that unitary qualities are being superseded;
I put them [Contemporary and Kathak] in one place or just let it rest with each 
other and after a while it starts to kind of, you know, fit in. You know the more 
time they spend with each other the more it kind of melts into each other...and 
occasionally you don’t know what is Western.
(Khan 2004b, n.p)
Until ma Khan had always performed Kathak separately, for example third catalogue
(2005), the final part of a trilogy of solos exploring Hindu Gods used ‘eye catching stage 
geometry from authentic time-tested units of kathak {sic) vocabulary’ (Khan 2005, n.p.). 
Critics had thus been able to assume that Contemporary Kathak had a separate identity. 
Indeed the character of the embodiment and the psychological engagement experienced 
by Khan is felt differently in his classical work;
I have to close off from the contemporary for a time and become an ‘Indian’ 
again, I have to think like a Kathak dancer, the aesthetic has to be transferred and 
a mental adjustment made.
(Khan in Sanders 2004a, p.5)
By its inclusion of the classical form, ma highlights its own hybridity. In Contemporary 
Kathak the genres are not compartmentalised since the two physical systems are 
overwritten, according to Khan. The confusion to which he refers is the result of the 
originary techniques and their associated value systems creating an inseparable flux. A 
helpful notion is that any ‘signified concept is never present in and of itself...[but] is 
inscribed in a chain...within which it refers to...other concepts’ (Derrida in Kamuf 1991,
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p.63). A network of deferred meaning is formed in which multiplicity and fluidity might 
be seen as fundamental to understanding rather than as detrimental to it. This illustrates 
how each individual voice within Khan’s style is already situated as ‘polyphony’ (Worton 
and Still 1990, p.4). Kathak is a hybrid of Muslim and Hindu sources and Contemporary 
dance values eclecticism so neither could be considered unitary in a simple sense.
In summary, it has been illustrated how the basis on which logocentric, hermeneutic 
readings of ma can be destabilised. Formalist frameworks, which misconstrue or ignore 
the issues thus far discussed, make absent those aspects of hybridity and embodiment 
which might elucidate it more fully. At a different level of operation they could still be 
found useful for excavating and exposing such matters as the internal relationships, 
components and structural features of a dance. Here, however, it needs to be understood 
that if agency and identity are not to be compromised, the descriptors for what is under 
examination must be specific to the work under consideration. A universalising, 
essentialising approach would simply act to try to convert possibly heterogeneous 
elements and to recolonise the dance.
It is suggested here that from among the range of poststructural analytical processes 
available, intertextuality, a strategy accepting plurality and difference as its starting point, 
might be found especially pertinent. It expects ‘the inevitable entry of alien and excluded 
voices’ (Worton and Still 1990, p.4). It acknowledges that ‘meaning and significance are 
to be constructed rather than extracted’ (p. 12) and does not assume that the text/dance is 
‘always already established as the fixed point in a dialectical relationship’ with the reader 
(Worton in Adshead-Lansdale 1999, p.x). It is a form of critique which seems particularly 
appropriate to apply to Khan’s hybrid style because it challenges ‘the boundaries between 
what we define as the textual and...the real or non-textual’ (p.x). Indeed, ‘its very 
openness to any and all threads and traces of experience...invites the interaction of 
sometimes separate worlds’ (Adshead-Lansdale 1999, p. 13). Heterogeneity is thus not a 
problem to be solved and recolonised but can now be approached as something positive.
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Intertextuality places renewed focus on context since ‘history does not just provide a 
background to the study of texts, but forms an essential part of textual meaning’ (Loomba 
2005, p.39). It is necessary to situate the analysis by brief contextualisation of ma in 
respect of Khan’s oeuvre up to the point at which he created this dance. A significant 
characteristic is his deliberate use of quotation and ideas which connect one work to the 
next. Rush (2000) used phrases from his previous solo. Fix (1999). A quintet. Related 
Rocks (2001) followed.  ^Here, the music ‘was based on the destruction and construction 
of a piano, so I immediately thought of Shiva [sic] as the creator and destroyer, and we 
used all the gestures of Shiva...[it was a] test run for KaasF (Khan in Anonymous 
2002a, n.p).
Kaash (2002) was Khan’s first full length work.  ^ Its starting points included the 
rhythmical patterns and movement qualities traditionally associated with Hindu Gods: the 
elephant headed Ganesha, symbolised by swinging gestures and three beats; Krishna, 
playful/darting actions and four beats; and the destroyer Siva, seven beats and highly 
vigorous dynamics (tandava).  ^As with Related Rocks, there are no overt references but 
Siva’s creation-destruction cycle is inherent since there is a meditative middle section 
sandwiched between two energetic ones. Sawhney, the composer, added notions of 
parallel universes and Kapoor’s set design provided a ‘dense back square painted on 
gauze that vibrates like a hungry hole, poised to suck in any passing matter’ (Mackrell 
2002, n.p). This resulted in an abstract piece which hints at narrative:
[it] opens with a lone dancer. He gazes into the void and a woman enters and 
whispers to him. (Hints of Parvati and Siva perhaps?) A cataclysm of cosmic 
proportions ensues. The dancers form war-like columns fi-om which they break 
out, arms slicing with an energy that would split atoms.
(Sanders 2004a, p.8)
Kaash changed over time because Khan continues to refine his work. He states, ‘I 
become fascinated by boredom in the body, which becomes creative again as the body 
reacts against this’ (in Sanders 2004a, p.9). During a break in the tour he created more 
material for Kaash and the opportunity to revisit the dance and its themes of destruction
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led to his taking a reworked solo from it as one of the starting points for ma (Sanders 
2004a).
For Kaash, instead of providing material himself for the dancers, Khan had asked them to 
improvise with the rhythmic forms and qualities of the Kathak performance he had given 
earlier that year. Polaroid Feet (2001) had presented three solos: impromptu elaborations 
on the sixteen beat Tintai cycle; an expressive piece based on Siva and Parvati, 
choreographed by Gauri Sharma Tripathi; and an abstract dance by Pratap Pawar. Khan 
intentionally works with Contemporary dancers in his company. Rather than viewing 
their embodiment as inauthentic, it might thus be considered that a shared language is in 
creation. The process continues to be one of collaboration since he is not listed as 
choreographer but as artistic director of ma, thus reinforcing diverse agency as important. 
His choice of terminology is revealing and indicates other intertexts. Kaash uses a 
structure best described as cinematic flashback rather than rondo:
I’m infatuated with film directors and film. I take a lot of inspiration from them, 
more so than from dance. People like Wong Kar Wai, Ang Lee and Satyajit 
Ray...and Quentin Tarantino. I kind of used the editing process he uses in Pulp 
Fiction for Kaash -  where he starts off with scene 100 then goes to scene one and 
up to 100, so only when you see the last again do you realise the context.
(Khan 2004-2005, p.46)
Up to this point Khan’s work seemed relatively abstract in its treatment but his interest in 
exploring narrative through Contemporary Kathak is evident in A God of Small Tales 
(2004), commissioned by Royal Festival Hall Education for a group of mature women 
performers. It provided ‘a background experience’ for him that connects to ma (Sanders 
2004a, p. 10).® Khan asked the dancers to draw on childhood memories to produce 
movement. A God of Small Tales also included text by Hanif Kureishi, as does ma, and 
points to a further intertext. Its title is reminiscent of The God of Small Things, the novel 
by Arundhati Roy in which a story of ruin and destruction stretching across three 
generations of an Indian family is told through the perspective of the key protagonists 
(the children) who are simultaneously both innocent victims and guiltily complicit in the 
tragedy that unfolds.
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Khan acknowledges an essay by Roy on displaced farmers as an inspiration for ma. 
Although he is not specific, he may be referring to the journalistic, polemical pieces 
republished in the collection The Algebra of Infinite Justice (2002) in which Roy explores 
the social and ecological impact of the Narmada Valley Project. She describes how a 
series of dams on one of India’s largest river systems resulted in the destruction of natural 
woodland, the flooding of farms, the displacement of local populations and governmental 
pursuance of the policy despite contradictory evidence about its benefits. She also 
considers the place of the artist in society and the need to take a political stance;
to be a writer in a country where something akin to an undeclared civil war is 
being waged on its citizens in the name of ‘development’ is an onerous 
responsibility.
(Roy 2002, p. 169)
In summary, the issues that are key to an understanding of ma lie in the embodiment and 
background of the performers and collaborators; aspects of childhood, memory and 
different notions of time; Roy’s literature; ecological concerns, politics and the global 
situation; the inseparable flux of the genres in Contemporary Kathak; Khan’s film/theatre 
interests; and his previous work, in particular that associated with Siva’s creation- 
destruction cycle. The version of ma under consideration is a TV recording of the world 
premiere at the Singapore Arts Festival (Khan 2004b).  ^ Diagrams at the end of this 
chapter summarise the structure of the work for the convenience of identifying a series of 
moments but they also serve to illustrate the complexity of the episodes which merge like 
scenes cross-fading. Appendix J provides transcripts of the texts and details of the 
collaborators with which the reader needs to be familiar.
I will consider the manner in which intertextual references and the inseparable flux 
within the genres in Contemporary Kathak resonate to create productive ambiguity. This 
shift to the use of the personal pronoun emphasises the performativity of interpretation 
(Adshead-Lansdale 1999). The spectator, in this case myself, is situated as an active 
participant in meaning-making, a collaborator in dialogic transaction with the dance in 
vriiich neither are to be constructed as finite, fixed points of reference.
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I have suggested that ambiguity is not a negative attribute but actively produces meaning. 
The dance’s title, ma, means earth and mother (Sanders 2003). A photograph, included in 
the early advertising flyers for the performance, makes reference to this (Illustration 2 
below). The two metaphors interpenetrate suggesting both nurturing and its absence, the 
soil is tilled for planting and/or it is barren. The juxtaposition of foreground and 
background suggests the separation of people and territory and conversely also their 
identification with it. Khan’s choice of lower case undermines the authority usually 
invested in names and challenges expectations. The etymology points to two cultures 
simultaneously: ma is colloquial English for mamma (Little, Fowler et al. 1973) and also 
a Hindu word with connections to the Sanskrit mâtâ, (Skeat 1983). Types of cues such as 
these can be seen as a metacommunications, ‘aspects of the text which...stand out as 
being also, reflexively, about the text and how to use it’ (Frow 2006, p. 115). In this 
instance a double-coded quality is highlighted, which sets up expectations that it might be 
searched for in the dance.
MATERIAL REDACTED AT REQUEST OF UNIVERSITY
Illustration 2: Advertising Flyer for ma - Image Designed by Damian unapman 
(Source: www.akramkhancompany.net)
Another metacommunication can be found in the company’s introductory note:
Khan continues his innovative exploration into...Indian and Western dance and 
music aesthetics...Ma [sic] will occupy a more earthly environment invaded by 
ideas of “Sacred Seeds, Displaced humans, Silent bells. Decaying movement and
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Burnt music”... exploring the role of the Kathak dancer as narrator, musician and 
dancer.
(Khan 2004a, n.p)
Use of the term innovative, the play on expectations with Silent bells, and the challenge 
to accepted grammatical rules in the mix of upper/lower case alerts me to Khan’s interest 
in the role of narrative and the need to re-examine the traditional function of the Kathak 
dancer. It also highlights aspects of destruction that might be ascribed to the subject 
matter {Decaying, Burnt); suggests particular intertexts such as Roy’s literature as 
important {Displaced humans); and the prominence given to Seeds in the use of a capital 
letter points to the significance of this particular story in Text 3. The interrelationship 
between people and land is fore-grounded and this links to the questions that Khan 
initially proposed as a series of starting points;
Where is earth if it has everybody to build on it? Where is earth if it has 
everybody to feed it? Where is earth if it has everybody to bleed it? Where is 
earth if it has nobody to nurture it? Where is earth if it has nobody to water it? 
Where is earth if it has nobody to cry for it? Where is earth if it has nobody to 
witness it?
(Khan 2004a, n.p)
Having established the area that the generic frame might encompass, the implications it 
entails for ‘effects of reality and truth, authority and plausibility’ can be kept in mind as 
being speculative while an intertextual analysis of ma is made (Frow 2006, p.2).
The ‘goal of the Sufis was mystical union with God’ (Anonymous 1981, p. 1168) but 
Mazhar’s singing, which opens ma, conjures more than a devotional atmosphere for me. 
In the sound of his lament I hear the evocation of ancient traditions with assured 
foundations in faith, but suspended upside down he is rootless, hanging by a thread. This 
mismatch between the ecstatic states Sufism aims to engender and Mazhar’s surreal and 
uncomfortable position (sympathetic kinaesthesia prompts this) dislocates expectations. 
Does he warn me of dangers facing the world or, in flashback filmic treatment like 
Kaash, has it already perished? Does he educate or mourn? Drawing on Siva provides a
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sense of cyclical time, evading the polarities before/after prompted by Western notions of 
linear chronology.^®
Kermode points out that in addition to chronos, Greek offers two other terms: kairoi 
which are ‘decisive moments (in history or in personal history) and the continuum in 
which we achieve a kind of immortality by reproducing ourselves is aiorT (1971, p. 146). 
Given Khan’s themes and his use of autobiography both these notions of time also seem 
applicable to ma}^ Thus destabilised, signification is resituated in the interplay, it is 
‘neither ‘one’ nor other’ (Bhabha 1994, p. 127). The contiguity and overlap of temporal 
states, instead of a perception of them as separable and lying along a simple axis, gives 
rise to a notion of past-present which has echoes across ma in the use of memory. For 
example: childhood experiences invade Khan’s adult questions (Text 2) and Farro’s 
fretting over the details of a story (Text 3) are set against the timeless realm of the myth.
Ma was made during a tense period. Roy refers to the India /Pakistan border dispute 
where nuclear conflict seemed possible; in the UK there was obsession with terrorism 
after the September 11* attacks on the USA in 2001; and coalition forces invaded Iraq in 
the second Gulf War in 2003. Khan explains that ‘in times like this...there’s chaos and 
the world is in a way for me upside down...as if the world has been pulled from under 
you’ (Khan in Khan 2004b, n.p). Although not specific, this turbulent political situation 
provides useful reference points and metaphors against which I might read Mazhar’s 
opening position as rootlessness; global danger; cultural, personal or spiritual dislocation; 
or determined resistance in the face of difficulty. Later we hear of Khan’s childhood 
memory of hanging from trees (Text 2) and connections to more playful pastimes and 
innocent confusions are suggested to me. These are not alternatives from which I choose 
the most appropriate. Contextual aspects enrich responses and provide the possibility for 
ascribing multiple meanings to the work.
Mazhar’s inversion, the first of many such postures in ma, also draws my attention to the 
head as a body part emphasised throughout. For example, at 23.35 minutes into the 
dance, Ooi grabs continually at Winlock trying to cover her ears and eventually her eyes
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and mouth. Hearing, seeing, speaking are key senses by which information is received 
and given. She repeatedly pulls away his controlling hands and the gestures begin to 
interweave, thus initiating and avoiding start to coalesce. It becomes unclear whether it is 
Ooi guiding/manipulating or Winlock. At one point, to his confusion, she covers her own 
ears, taking on his task and momentarily leaving him at a loss as to how to proceed. 
Drawing on Roy’s literature and my readings of Foucault’s theories in respect of the 
internalisation of normalising and disciplinary power, Winlock can appear to be complicit 
and victim simultaneously. Three simultaneous duos reiterate and recombine these 
phrases at 28.48 using abstract qualities, before an increasingly desperate pedestrian 
struggle occurs at 30.00 between the original couple, at which time Mazhar, focussing his 
gaze on them, sings in despair (illustration 3 below).
MATERIAL REDACTED AT REQUEST OF UNIVERSITY
Illustration 3; photograph of Inn Pang Ooi and Shanell Winlock by Gianina Ummeneta Ottiker 
(Source: www.akramkhancompany.net)
I am reminded of Western culture’s traditional polarity between head and heart: 
rationality and feeling, abstraction and expression, knowledge and chaos. These dualities 
echo Roy’s polemic in which the web of political cynicism and communal naivety is also 
seen to blur the roles of perpetrator and victim. Power and blame is difficult to apportion 
since ‘we take care not to dig too deep. We don’t really want to know the grisly details’ 
(Roy 2002, original emphasis, p.63)." Contradictory readings of Ooi’s actions are thus 
enabled: abusive authority; the powerlessness of impoverished/landless peasants; his 
prevention of Winlock hearing the message in Mazhar’s song or his forcing her to attend
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to it; spiritual overtones with Ooi as an all-seeing creature trying to overcome human 
ignorance and obdurateness. Additionally, if I draw on aspects of their embodiment, I 
might ascribe stereotypical, manipulative gender relationships or that Winlock 
symbolises mother earth and Ooi, Man’s reckless exploitation of it.
Rafaelisova stands with eyes closed at the beginning of ma. Suddenly awake, she shouts a 
single bol (rhythmical syllable used in Kathak). Her tone is ambiguous and not the 
delivery associated with classicism. It might be one of fear or aggression: is she victim; 
perpetrator; or oracle of doom? In the ensuing black out her cry is echoed by Manjunath, 
the musician, who introduces spoken motifs which recur throughout ma, tak-a-thum (sky 
and earth). I am reminded that in Hindu mythology sound created the universe when Siva 
banged his drum. A flaring of green light disorientates. I connect this colour to ecology, 
but drawing on Kaash its bright intensity might be read as nuclear or cosmic explosion 
(destruction-creation, past-present), or from Rush, it could be seen as a blinding flash of 
perceptual clarity." From the opening I am drawn into intertextual strategies and 
questions that make me flick back and forth between different and conflictual answers. It 
suggests that the core aesthetic of Contemporary Kathak operating within ma embraces 
multiplicity as something positive. Indeed, speaking of Fix (1995), Khan had stated that 
‘they [the audience] are free to have a view on it, whatever it may be’ (Khan 2000, n.p).
MATERIAL REDACTED AT REQUEST OF UNIVERSITY
Illustration 4: photograph of the baobab pose by Gianina Ummeneta Ottiker 
(Source: www.akramkhancompany.net)
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The set, for example, is also richly allusive. Thin wires support hanging sandbags; 
fimctional anchors or suggestions of seeds? They emphasise the pull of gravity, yet also 
draw the eyes upwards and make a visible connection between sky and earth (tak-a- 
thum). Fragility and tensile strength seems to combine in the image which conjures 
metaphors of technology and nature for me. On a practical level, they also divide, 
regulate and link the dancers and musicians at the edges of the stage.
Illustration 4 indicates another inversion that can be read in further ways; I have named 
this the baobab pose (see Diagram 1). Introduced in a trio beginning at 7.56, on first 
appearance it seems an unusual balance growing out of the preceding increasingly low 
level, gravity driven, abstract material. A recurrence at 10.00, long held, draws my 
attention to the solid trunk (a double coded word), the planted quality of the head and the 
placement of weight teetering on the tips of the toes. Strength and precariousness seem to 
be combined and this conjures the fragility of the ecosystem and/or an ostrich-like 
capacity to ignore problems. In the curved arms I see tree branches symbolised or 
perhaps wings if a similarity to a significant moment in Alvin Alley’s Revelations (1960) 
is noticed; recognition of this is prompted by the fact that Khan’s rehearsal director, cited 
as a collaborator, is from that company. This intertext allows the infusion of spiritual 
connotations, notions of human determination, powerlessness and poverty, cross cultural 
difference and the world-wide displacement of people over time (slavery, colonialism and 
globalisation now collide for me in the image).
Later in the dance this inverted position accumulates further resonance when baobabs are 
referred to (Text 3). Leafless for much of the year, these trees are the subject of many 
legends explaining their strange appearance: the devil planting them upside down; a 
punishment for complaining; a warning of ‘what happens if you are never satisfied with 
what you already have’ (Nirvana 2000, n.p).‘"^ All its parts are useful, for example, the 
fruit and seeds can be eaten and used in medicine, the bark holds water during dry 
seasons and can be made into cloth or rope (Anonymous 2004a). Native to West Africa, 
Arab traders introduced them to India and Sri Lanka. They are drought resistant, 
withstand harsh conditions and are among the oldest plants in the world. This tree o f life, 
as it is known in Senegal, connects me with the notion of past-present, the mythic realm,
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intertexts of exploitation and survival, power and control, nurturing and uprooting. The 
upside down pose now becomes for me a metaphor of the complex interrelationship 
between the ecosystem, world trade and human communities.
Other inverted positions resonate differently. At 55.34 Farro for example (illustration 5 
below) travels along in a one-legged handstand pose, quieting the singer by reaching out 
to cover his face. I interpret this both as a further deliberate ignoring of his message and, 
given the amusing difficulties (she makes several attempts to locate his mouth), a playfiil, 
child-like action. Introduced earlier at 14.32 in an abstract solo, this surreal position, 
similar to Mazhar’s opening, now lends itself to ascriptions of physical discomfort. This 
notion is prompted by sympathetic kinaesthesia due to its long held duration, throughout 
a duet, in which the hands allude to the planting of seeds, tapping the floor in a seven beat 
rhythm (associated with Siva), its percussive quality suggesting a form of upside down 
tatkar; and also a story-telling episode between Rafaelisova and Farro." I read an ostrich­
like determination to ignore the prevailing conditions, however strange, since we can 
become habituated to circumstances (or normalised by disciplinary power) and therefore 
do not question them (ironic given the incessant queries that Farro makes during Text 3). 
Again there are echoes of Roy’s literature: people avoid confronting unpleasant facts.
MATERIAL REDACTED AT REQUEST OF UNIVERSITY
niustration 5: photograph of an inverted pose performed by Eulalia Ayguarde Farro, by Vincent Nghai, 
courtesy of National Arts Council, Singapore (Source: www.akramkhancompany.net)
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Focussing on their embodiment identifies the dancers closely with the story of the Sacred 
Seeds (Text 3). Rafaelisova, the taller of the two, is perhaps a mother narrating a tale, 
passing down the cultural heritage (past-present), to explain the significance of nurturing 
and nature to her daughter. Speaking out of turn, Farro’s interruptions might thus be read 
as child-like and can seem humorously irrepressible, alleviating the work’s overall dark 
tone {Decaying, Burnt). If pursued to their logical conclusion, however, her demand to 
establish such detailed realism might also be read as insatiable and as challenging the 
very basis on which myth is understood. There are several plausible interpretations: 
material which has instructed past generations might have lost its force; perhaps language 
itself and its ability to carry meaning is problematic; and Farro could be seen as baobab 
personified, selfishly wanting what others have, or if I draw on Roy’s literature it reminds 
me that we may be conditioned to stop questioning and that Farro’s persistence should be 
applauded. It is possible to ascribe both negative and positive values to Farrow’s role. 
Rafaelisova, as a figure of authority, seems to assert that a single point of view is 
necessary as the following extract from Text 3 illustrates:
NR Anyway, it doesn’t matter. So she took the seeds and she planted them in the 
earth.
EF {interrupts] In the garden, because she had a garden?
NR Y es, just next to her house.
EF No, not next to her house, no, because next to her house would be her neighbours. 
NR No, next to her house is her garden, because there is a house and there is a garden, 
so it’s a garden next to her house.
EF So it’s inside the house?
NR It cannot be inside because it doesn’t make any sense.
Children of course often challenge language by misapplication of grammatical rules or 
press logical inference onto metaphorical/poetic speech in order to test its limits. The 
relational words, next and inside, are the focus of the verbal play in the extract which 
could be seen as a competition. Different temporal and spatial contexts are understood by 
the protagonists who take up a deliberately conflictual stance. Each is intent on winning 
the point and this evokes a reading that it is part of the danger to the world. Additionally 
their different accents are noticeable. Eastern European and Spanish, since neither uses 
their first language in this word game. Given Khan’s multiracial company this might be
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mere convenience but more than a humorous parrying of words seems suggested to me 
by their embodiment: meaning is something to be negotiated, it cannot be guaranteed and 
has global dimensions. The episode is echoed in the delivery of Text 2 where I can only 
guess at the sense of Khan’s Bangladeshi from the tone of his voice. Enacting the 
situation he describes, of not understanding the earth’s whispering, my attention is drawn 
to a notion that not all questions can be answered or understood even when there is a 
response. Rafaelisova acknowledges this (Text 3);
NR .. .you planted them, you took care of them, now they are beautiful trees, so those 
trees are your children, because what you feel for those trees is the same what 
mothers feel for their children.
EF [interrupts] Yes but then, she didn’t understand, no?
NR Maybe, [pause] Maybe not. Anyway [she walks away].
I, as the spectator directly addressed (“Let me tell you a story”), feel drawn into the 
situation as a mirror-image of the woman in the myth. What is it that I understand? There 
are two levels. First, there is the surface of the tale itself (clearly connecting for me to 
Khan’s notions of Sacred Seeds, nurturing and the importance of ecology) and second, a 
deeper aspect where the issues of language(s), communication, narration, meaning and 
translation seem crucial.
Further to this, one of Khan’s interests was in exploring the role of the Kathak dancer as 
narrator." He expands the classical tradition. This genre typically, (although not 
exclusively), extols the virtues of Hindu Gods or heroes through nptya elements, so 
Khan’s inclusion of autobiographical material as spoken text might be read as situating 
the personal as epic. Embodied as the past-present (Farro’s child-adult; Khan’s 
memories; physical metaphors for thousand year old baobab trees), subjectivity becomes 
both cross-temporal and a contemporary locus which takes on the mantle of the mythic 
thus making new stories for a 21®* century, multiracial audience. It could also be seen as a 
move which imbues Khan’s rhetorical position with gravitas; as an example of hubris if a 
notion of aion is applied; a warning about conserving cultural heritage; and a statement of 
the importance of the individual.
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Khan is not alone in using autobiography as a feature in his work. In Chapter 5, this was 
shown to be characteristic of certain types of Contemporary dance, in particular Pina 
Bausch’s contributions to the dance landscape were explored. Khan’s comments on 
Bausch’s Nelken (1982), included in the programme note for her performances at 
Sadler’s Wells, provide interesting insight into his views on the function and impact of 
narrative.
One of the first pieces I saw when beginning to explore Contemporary dance was 
Nelken. I remember vividly how it shattered all the illusions I had built up from 
the classical world and opened my curiosity towards uncertainty...she grants us 
the realisation that the performers’ stories are not so far away from our own 
stories: the smells, sounds, scenery, and emotions offered to us not so far away 
fi*om our own experiences. I believe the art of storytelling is not embedded in the 
stories we tell, but in the way we tell them, and, to me, Pina Bausch is one of the 
most skilful storytellers of our times.
(Khan in Anonymous 2005c, n.p)
Uncertainty is something Khan has embraced, such as in Text 3, “Yes but then, she didn’t 
understand, no?” It suggests that arrival at understanding is not always what is significant 
but this might be the attempt instead to tell the story, whether it is completed, “Anyway” 
(a take it or leave it attitude is implied in Rafaelisova’s manner) or interrupted, as in Text 
2 where Mazhar removes the microphone into which Khan is still speaking. In the 
classical tradition and within Contemporary dance styles such as Bauschian physical 
theatre, narrative is important although differently treated. Khan’s engagement with both 
personal experiences and mythic elements allows me to see these distinctions as blurred. 
It resituates the individual, their relationship to the tale and its possible meanings in 
current political, cultural and artistic contexts where certainty has been overturned.
Blurring is also evident in a different manner at the beginning of ma when the dancers are 
introduced as musicians. This is a traditional aspect of Kathak but is also in keeping with 
the mixed media styles associated with some forms of Contemporary dance. Their 
opening chanting (tak, thum) is embroidered by Manjunath repeating the syllables. He 
beats a small circular stone, creating a clock-like, regular pulse (time ticking away) and 
the cellist adds a line of percussive melody. Classical and contemporary aspects combine
238
Chapter 7. Poststructuralist analysis of Akram Khan’s ma (2004).
(the composer’s biography in Appendix J also clarifies this) in both the music and the 
movement which follows. Michael enters backwards, spinning across the stage, propelled 
by her windmilling arms. Rhythmical elements are highlighted. Her solo, both abstract 
and allusive in effect, echoes and counterpoints the clipped dynamics, texture and speed 
of the accompaniment.
Michael’s material is spliced together, a filmic term deliberately chosen, in phrases of 
uneven length using recombination, repetition and reordering: the recycling, 
embellishment and accumulation of variations producing complex visual patterns that 
replicate the sophistication of Kathak’s rhythmic elements. Treatment of the flow of 
energy is highlighted by a dynamism which is characteristic of Khan’s work in general. 
Impetus is generated either peripherally from the limbs, for example a high circular kick 
leads Michael into a pivot; or it moves outwards from the centre taking serpentine 
trajectories through the joints, dissipating, rebounding, transferring to other body parts or 
suddenly arresting. Gestures are correspondingly varied. They slice, ripple, encircle, jab, 
stroke, flick, swing and pierce the space: arrival is often incisive. Occasionally, 
established Kathak positions are identifiable and the hands are a focus of interest, for 
example the tip of the index finger and thumb pinch together.
The weight is gravity driven, dropping into deep plié for example or skimming ftuidly 
across the floor. It seems a metaphor for life as Michael zigzags energetically across the 
space, her facial expression suggesting her enjoyment. Kathak pinched fingers hint at 
pricking out seedlings and also trace in thread-like precision from her torso, embedding 
her in a network of radiating invisible lines that echo the design of the set. Gestures cut 
and slash as if reaping or tying sheaves and the palms curve around, creating the image of 
a ball-shaped space. She performs at times with her back to ftie audience, which is not 
usual in Kathak. Her gestures are deliberately obscured but the other dancers, waiting at 
the edges, are conscripted as spectators thus doubling and inverting the usual division of 
roles.
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Michael’s female embodiment makes obvious links to the title but she is also from South 
Africa, a country with a colonial past. Intertexts are provided which are suggestive of 
exploitation, the global movement of people and the peaceful overthrow of apartheid. 
Khan (2004a) highlights the varied backgrounds of his multi racial dancers so diverse 
agency is clearly important. It provides a reading against which their performance of the 
hybrid movement style of ma, to which all the dancers have now contributed, can be cast 
as productive and optimistic rather than as inauthentic, as some critics have maintained.
Michael is replaced by Ooi. His material echoes hers and introduces new actions, for 
example, a handspring and a low lunge with arm brushing the floor as if covering 
something over. Rejoined by Michael, a duo in fast unison ensues. A significant moment 
is highlighted by its slowness, as they repeat Michael’s earlier ball-shaping gestures their 
hands take on the appearance of moulding/caressing a globe shape in the air. Metaphors 
of destruction invade the phrases, for example a Kathak element, in which fingers stiffly 
curve as hands pull aggressively apart, symbolises the jaws of a tiger; energy flow 
becomes more tandava-Iike with the vigorous qualities associated with Siva; and they 
drop flat and tense to the floor as if staking a territorial claim, heads lifted, they are alert 
like animals sniffing the wind.
Michael continues alone, repeating and recombining similar material. Gender aspects 
thus simultaneously reflect the democratic approaches of Contemporary dance and 
Kathak (tandava qualities are performed by male and female dancers). The gestures are 
allusive. For example, Winlock in a solo at 9.10, draws her hands and shoulders upwards, 
away from her flexed foot, as if tugging something out of the ground by its roots or 
loading an arrow into a bow; or traces an index finger in a straight line along the floor as 
if preparing a seed drill. Illustration 6 on the following page is of Farro later in the piece 
as she makes reference to this material. Using abstract, non literal actions to suggest 
narrative meaning is typical of certain forms of Contemporary and of Kathak where npya 
aspects are not mime.
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MATERIAL REDACTED AT REQUEST OF UNIVERSITY
Illustration 6: Eulalia Ayguade Farro planting seeds, from The Straits Times.
(Source: www.akramkhancompany.net)
The energy initiates and dissipates, regenerating in a cyclical, organic character 
responding to the musical rhythms. Phrases become gravity driven. At 7.56 minutes into 
the dance, for example, the material includes a smooth rolling action that keeps the top of 
the head in contact with the floor. As with the baobab pose this accumulates new 
emphases. At 27.50, the rolling action is performed in a series of spasms by a trio of 
women, its febrile quality and stiff contractions in the spine, ankles and wrists now 
suggests a range of interpretations. They might be in the throes of childbirth; beetles on 
their backs unable to right themselves; the floor is too hot to touch {Burnt) as they arch 
away from it or is no longer able to nurture or sustain them {Decaying). They appear 
rootless, panic stricken, incapacitated. Their partner has forced them down and looks on 
impassively so it also seems that it might be a lesson to be learned about the damage to 
the ecosystem or perhaps it is a punishment imposed by those in authority.
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This trio and its spasms contrasts with earlier material (11.46) introduced by Lachky 
whose fluid dynamics and low level actions appear as if he were sliding around on a 
liquid covered surface. His ease suggests a confidence in the support of the ground and its 
nurturing effect: pressing his torso against it, he revels in the freedom of movement it 
allows. Yet his gliding across the floor also hints at the drowned lands described by Roy 
and his breadth of travel and lifted head could also be read as possessive: a metaphor for 
the peasants’ dependence on their farms or of the builders of dams taking ownership.
These descriptions illustrate that assigning aspects to one genre or another is not feasible. 
Both Contemporary and Kathak for example send energy outwards from the centre of the 
body towards its extremities; share action content across the genders; have close 
structural relationships between music and movement; value abstraction and allusive 
qualities." While at times it may be possible to identify a clear source, Michael’s Kathak 
hand designs for example, even this is problematised since Contemporary dance values 
eclecticism. Costumes likewise are Janus-faced, hinting at classical tight trousers (chust 
pajamas) and tunics (panjabi kurtha) but using minimalistic shapes and modem, jersey 
fabrics in earthy colours. Hybridisation gives rise to a rich range of interpretations when 
both sets of aesthetic judgments are seen to operate simultaneously.
Similar ambiguity applies to structure since ma consists of many episodes, discrete and 
overlapping, which do not separate into neat sections. Diagram 2 for example lists two 
solos performed by Khan (at 16.20 and 18.45). The first grows out of the preceding 
ensemble, continuing its action content, while the second introduces a nftta interaction 
with Manjunath, and ends with the declaration; “Let me tell you a story” (Text 1). A third 
solo at 23.35, (Diagram 3), contains arm gestures and echoes njtya (story telling).
To make these divisions I have focused on the introduction of new material (one strategy 
for structuration in Contemporary Dance) and the traditional separation of njtta and nftya 
episodes in Kathak. The solos could also be considered as one long extended passage, 
drawing attention to what might otherwise be interpreted as an insignificant transition 
between the first and second: Khan’s change in demeanour. As he approaches the
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audience his embodiment alters from Contemporary Kathak to the classical form, an 
identity readily recognisable on arrival downstage. The precise moment the 
transformation is completed cannot be pinpointed. The fading of one persona and 
emergence of the other illustrates the ineffectiveness of applying originary criteria to 
differentiate between them. A notion of autobiography pertains since Khan’s history is 
enacted in reverse, providing a recontextualised connection to his roots because the story 
he now promises is not a traditional one.
Khan’s aims to explore a fluid concept of narrative, presenting the story, then telling it 
and vice versa. This means that the movement to which for example. Text 2, corresponds 
is ambiguous. It might refer to the immediately preceding ensemble work at 34.05 
(Diagram 4) where the dancers are lying in close proximity, a pile-up of sleeping bodies 
(illustration 7) slowly pulsates into life, arms reaching like tendrils. The singer and cellist 
lying head to head provide a frame or barrier which dislocates expectations. I see the 
movement, quite literally, through the musicians.
MATERIAL REDACTED AT REQUEST OF UNIVERSITY
niustration 7: the singer and cellist lie head to head, photograph by Vincent Nghai, National Arts Council, 
Singapore (Source: www.akranikhanconipany.net)
Using contact improvisation the group select an individual from their midst. Winlock is 
suddenly launched aloft on their feet to hang carefully balanced and completely relaxed. 
A metaphor for trust in the earth’s power to support life; faith in the human community; a
243
Chapter 7. Poststructuralist analysis of Akram Khan’s ma (2004).
chosen one/sacrifice as in Vaslav Nijinsky’s Le sacre du printemps (1913); a response by 
the earth to the questions Khan is about to pose; a warning, a death or a birth? Or perhaps 
narrative correspondence is to be found in the solo which follows the text where Farro 
drops continually to the floor as if listening for the whispers to which Khan has just 
referred. Her material links to other images too; the ball-shaping gestures for example, 
but this time her hand pierces through the enclosed space as though she is puncturing a 
balloon.
Once contiguity of text and movement is displaced the resultant ambiguity might be seen 
as dispersed narrative: the borrowing of Derridean notions of deferred signification 
provides a strategy for viewing this as productive rather than muddled. Each episode 
refers backwards and forwards to others in the chain of events; confirming, developing, 
juxtaposing or contradicting in a fluid system of refraction which disrupts linearity and 
multiplies possible meanings. This encourages me to make continuing reappraisal of how 
I arrive at interpretations and to be alert to which correspondences and intertexts are 
being drawn upon to do this.
This reinforces my sense of agency in respect of interpretation and resituates traditional 
notions of narrative: uncertainty, as with ambiguity, provides a range of possibilities 
when viewed positively. Text 1 (“Let me tell you a story”), because of Khan’s 
embodiment (it is he and not another performer) and my understanding of his traditional 
role as a Kathak dancer, seems thus to invite me to see his slow, minimal hand gestures 
which follow as njtya aspects. Yet almost sketchily diagrammatic, Khan’s actions are 
difficult to read and are performed in fading light. Intertextual references are helpful: 
wrists crossed, his hands lift overhead, the growing canopy of a tree perhaps or a 
mushroom cloud; the fingers tremble slightly and as they lower I read this as the 
dropping of leaves or nuclear fallout; his palms mould space, conjuring the globe-like 
shape seen before, an image he then compresses or destroys with a small contraction of 
the torso. Movement is tentative, the equivalent of being whispered, contrasting with the 
confident execution of the traditional nftta interaction with Manjunath which preceded it.
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Khan might also be making reference here to content I cannot access or the tentative 
quality might indicate a lack of certainty in the power of communication. Given the non­
linear structure, he might be prefiguring the earth’s whispers to which he later refers (in 
Text 2) or indeed presenting abstract phrases to contrast with the duo against which he, 
collage-like, is juxtaposed. Winlock, eyes closed, is nudged forwards by Ooi. There is 
something unsettling about them and dehumanised because there is no hand contact. Her 
arms hang over his elbows and he speaks incessantly into her ear. He might be reiterating 
Khan’s story or telling one of his own. The double-coded impact is made visible: the 
action casts a multiple-armed, evocative shadow (intertexts of Siva). As they advance, 
Khan retreats. This is the first time Khan has used sustained physical contact in his work: 
knowledge of his oeuvre signals the importance of this moment.
A gender-influenced reading of the duo might refer to the male controlling and 
manipulating a quiescent female. She however appears neither resistant nor active and 
might be sleepwalking, unaware of his malign/benevolent guidance. As before, she might 
be ignoring attempts to make her hear warning of the approaching cataclysm. Their link 
to the story Khan might be telling (Text 1) is equally ambiguous. They may be 
unconnected to it; the protagonists of his tale; its intended listeners; or perhaps Khan is 
the subject of Ooi’s whispers. Given that Khan does not much single himself out, the fact 
that he does so here seems significant. The uncertainty projected and his embodiment in 
juxtaposition to the duo indicates some of the new means at Khan’s disposal to explore 
Kathak’s narrative tradition and extend its range. Subsequently he identifies himself with 
Mazhar, becoming part of him and acting as his hands, reinforcing notions of the 
closeness of music and movement but also highlighting the new frame of reference in the 
unexpected physical hybridity (two people in one).
During the duo, as Winlock struggles with Ooi, the only way he finds to quieten her is to 
snatch her up from the floor. I draw on Roy’s literature and descriptions of the political 
activism which followed the building of the first dams because when the connection to 
the ground is severed Winlock is helpless, easily controlled. Against this the slowly 
accumulating quintet which follows it (Diagram 3) can be read as the power of the human
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community when it bands together to resist oppression. Standing in line, the dancers’ 
gestures cut and swerve in figures of eight; they look resolute and determined. If I draw 
on the similarities to Kaash however, where war-like columns and slicing arms echoed 
Siva’s destructive aspects, the phrase might equally well suggest to me those who exploit 
the earth and the methodical unison now takes on the appearance of cold, militaristic, 
obdurate efficiency.
These metaphors collide in the closing moments of ma\ in linear formation, heads down, 
planted like a row of baobabs or engrossed in whispered dialogues with the earth, the 
performers are felled by a drum beat. They shift and fidget with different body parts in 
brief contact with the floor. The movement, reminiscent of the spasms of the female trio, 
suggests no comfort is found there and contrasts with Lachky’s earlier, easy sliding on its 
surface. They look as if they are falling fi-om one low position to another, their feet 
slipping because they cannot gain purchase on the ground; it has been pulled from under 
them, if I refer to Khan’s earlier remark. Rootless, disconnected fi-om each other and the 
accompaniment, they appear out of their natural habitat like fish out of water. They are 
dancers who can no longer co-ordinate movement; aspects of Roy’s drowned lands; and 
the victims/perpetrators of the cataclysm that is yet to, or already has, engulfed the world.
The accompaniment at this point, What a Wonderful World by Louis Armstrong, might 
be a warning of what is lost. His well known gravely voice however, with its echoes of 
New Orleans poverty (the city of his birth), contrasts with the saccharine tones of the 
violins. As a Black jazz trumpeter from the USA, Armstrong connects me with the 
intertexts suggested earlier by Alvin Ailey. Interestingly the song is currently used 
(January 2006) in two television advertisements, for the Suzuki Vitara (a car) and the 
DFS double discount fiimiture sale, and hence is exacted to hefamsUm to many people. 
Alert to the commercialisation and exploitation I associate wiA the global music 
industry, the ballad and its juxtaposition with the {Decaymg) movanmt ctecrifaed above 
might be now be read as deeply ironic and as emphasising notions ofdiqxasaessioo.
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The sense of past-present is reiterated, ma begins and ends with singing: Sufism pitched 
against exploitation. If I draw on Kermode’s notion of kairos, the fullness of time, it 
suggests a portentous quality. The lights fade on the still twitching dancers and resolution 
to the questions raised is not provided: are they dying, has the cataclysm happened, are 
they struggling with a laudable determination to overcome difficulties, are they victims or 
blameworthy, what is the place of tradition and what kind of stories might now be told in 
the 21®^ century?
In conclusion, the inseparable flux within Khan’s Contemporary and Kathak style cannot 
be reduced to points of origin or adequately interpreted by essentialising accounts that 
attempt to adjudicate between contradictory value systems. Ambiguity is not a failing of 
ma, its double-coded character can be seen to be a positive attribute. The cultural 
conditions in which the work is received and created, performed to global audiences by a 
collaborative company with highly diverse backgrounds, highlights the significance of 
non-unitary aspects. Indeed Khan and his dancers embody the very effectiveness of this 
resultant confusion in that they are sought after world wide. The manner in which the two 
genres are deployed provides undecidable, unharmonisable alternatives which are 
productive of meaning.
Intertextuality is a useful method for exploring the hybrid character of a dance such as 
ma. It actively seeks out difference, embraces contextual complexity rather than trying to 
minimise or ignore these effects, reveals its own ideology and constructions, 
acknowledges contradiction, and avoids closing down, overdetermining or recoloriiSing 
the emergent boundaries of the work. Identity, authenticity and homogeneity as 
traditionally envisaged in formalist aesthetics are problematised by Khan’s style which is 
best explored by acknowledging how these are displaced by multiple agency and the 
dispersal of narrative signification. It opens up and democratises interpretation.
readings...are themselves truly performances; each of them is the staging of an 
act of a process of seeing and thinking in a space between cultures and between 
discourses in order to liberate us and the works they consider from the tyranny of
singular concepts of telling, showing, explaining. .
(Worton in Adshead-Lansdale 1999, p.xi. original emphasis)
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 ^ Khan states that a new language materialises from the mixing of Kathak and
Contemporary techniques in his body (Sanders 2004a).
 ^ McFee for example, sees technique as a precondition for understanding: ‘features
of the movements.. .have the status of reasons for any judgments that we make of 
that dance, and they acquire that status... from the history and traditions of the art 
form’ (1992, p.203). He further notes he considers this granted by the master 
works: this self-referential process thus produces a chicken-egg problem. 
Copeland and Cohen (1983) demonstrate a profitable recourse to notions of stable 
genres by including a number of articles written by various authors. Copeland’s 
contribution (pp.307-324) is an example where established concepts prove 
inadequate. Cunningham’s iconoclastic style can only be partially elucidated by 
focusing on its repudiation of the Graham idiom and incorporation of ballet so 
Copeland also draws on the fine arts and in particular Rauchenberg to clarify
Cunningham’s work: the wider context is also significant therefore.
 ^ For example writers who propose complex dialectical relationships affected by
culture, gender, politics and race rather than autonomous correspondence between 
meaning and movement: Cooper Albright (1997); Desmond (1997); Franko 
(1995); Goellner and Murphy (1994).
 ^ Third catalogue brought Khan’s tenure as Associate Artist at the South Bank
Centre, London, to a close. It included: Polaroid Feet and Ronin choreographed 
by Gauri Sharma Tripati, the latter piece preceded by actor Christopher Simpson 
reciting text by Hanif Kureishi, Twelve Warriors’, Chakravyuh a new work by 
Kumudini Lakhia based on the myth of the warrior, Abhimanya; and Unplugged, 
improvisations in Tintai cycle. Although using traditional Kathak movements and 
concepts the inclusion of text, musical instruments such as cello and set design by 
illur malus islandus (sic) indicate a non-traditional sensibility to the presentation.
 ^ Dancers: Akram Khan; Rachel Krische; Moya Michael; Inn Pang Ooi; Shanell
Winlock. Commissioned by the London Sinfonietta with music by Magnus 
Lindberg and premiered at the Queen Elizabeth Hall, London.
 ^ Kaash: a Hindu word meaning what if. Dancers: Akram Khan; Rachel Krische;
Moya Michael; Inn Pang Ooi; Shanell Winlock. Music by Nitin Sawhney; design, 
Anish Kapoor; lighting, Aideen Malone. Premiered at the Queen Elizabeth Hall, 
London.
 ^ In Hindu mythology dance is a god-given activity. Siva in his incarnation as
Nataraja, the Lord of the Dance, is involved as creator and destroyer in a cyclical 
interdependent process. Tandava is the vigorous style of dance associated with 
him but lasya was danced by his consort, Parvati, and is delicate and gentle.
* Text by Hanif Kureishi, music by Faheem Mazhar and Philip Sheppard, and
premiered at the Queen Elizabeth Hall, London.
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Video recording, loaned to the author by Akram Khan Company, of the premier 
of ma: gala performance, Singapore Arts Festival. Producer: Josephine Gan, for 
Arts Central, Mediacorp TV; TV 12, Singapore Pie Ltd. Small changes were made 
to the dance as the tour progressed but these are not referred to. I do not suggest 
that the premier is the substantive version of the work merely that the TV 
recording enabled multiple viewings. I also saw a performance at the Queen 
Elizabeth Hall, London at the end of the world tour. It is not my impression that 
substantial alterations had occurred. One key difference was the loss of the 
opening shout.
10
II
12
13
14
Siva, in his aspect as Nataraja, the Lord of the Dance, destroys and creates in a 
cyclical process. There is no beginning or end: one state is interdependent on the 
other (Khokar 1988).
Kermode (1971) maintains that in drama the time represented is that of kairos. 
Frow refers to kairos as ‘a time out of time’ (2006, p.l 13) or ‘the fullness of time’ 
(p. 148) thus further illustrating that linear chronology is not essential to 
understanding either the world or performances.
The proximity and gestures also recall for me similarities with the opening duo of 
Lea Anderson’s Flesh and Blood (1989) in which one dancer controls another: an 
angel from whom one cannot escape (Gladstone 1995).
In Rush, flashes of light symbolised Khan’s experience of free fall when the 
sunlight blinds and disorientates and then the ground is suddenly seen with great 
clarity. The senses are disrupted.
For example: ‘the baobab was among the first trees to appear on the land. Next 
came the slender, graceful palm tree. When the baobab saw the palm tree, it cried 
out that it wanted to be taller. Then the beautiful flame tree appeared with its red 
flowers and the baobab was envious for flower blossoms. When the baobab saw 
the magnificent fig tree, it prayed for fiuit as well. The gods became angry.. .and 
pulled it up by its roots, then replanted it upside down to keep it quiet’ (Nirvana 
2000, n.p).
Tatkar is a key feature of nptta (the abstract aspect of movement). The feet slap 
the floor in complex rhythmical patterns and produce different sounds in the ankle 
bells
Nftyais the expressive aspect of movement that carries narrative meaning in the 
gaths (storytelling episodes). It captures the essence of a story or the emotional 
states of characters for spectators who are familiar with the details. It is not 
mimetic in a representational sense.
Kathak does not use the system of codified hand gestures or hastas found in other
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classical South Asian styles. In Kathak they have a dual function: for abstract 
nptta elements and to convey changing moods and the fundamentals of the stories 
in nytya. Dancers do not leam the names of the hastas because the whole body is 
deemed to be expressive and not just the hands (Anonymous 1963).
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Summary Diagrams of ma\ (dancers are indicated by their initials)
Key
MM - Moya Michael; IP -hm Pang Ooi; EF -  Eulalia Ayguade Farro; SW -  Shanell 
Winlock; NR -  Nikoleta Rafaelisova; AL -  Anton Lachky; AK -  Akram Khan.
Diagram 1
FM
singing
NR 
shouts; 
ensemble - 
speaking 
bols
solo
MM
solo
IP
duo
MM
IP
solo
MM
duo
MM
EA
trio
MM
EF
SW
solo
EF;
duo
EA
SW
solo
SW
Upside
down
Dancers as 
musicians
baobab
pose
Lights
dimmed
Black out;
Bright
flash
Lights
soften
Lights 
begin to 
dim
00.00 
Time in 
minutes
2.17 3.25 5.38 6.16 7.05 7.21 7.56 8.27 9.10
Diagram 2
SW
stands;
ensemble
in
Baobab
pose
solo
AL
trio
AL
MM
EF
sextet
AL
MM
EF
IP
SW
NR
sextet exit. 
Solo NR; 
handstand 
pose
introduced
successive
duos
AK&NS; 
AK&SW; 
MM & 
SW;AL 
&SW
ensemble - 
numbers 
accumulate 
then
decrease, 
ends vrith 
solo AK
Solo
AK
AK
Liquid sliding 
Liquid
Kathak Textl
Bright
flash
Spot
on
AK
10.00 11.46 12.44 13.30 14.32 15.39 16.20 18.45
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Diagram 3
solo AK; 
duo
SW&IP
trio
EF
MM
SW
simultaneous
duos;
FM&AK; 
IP & SW; 
AE&NR; 
MM & AL
duo IP & SW; 
solo MM
IP left in place; 
duo MM SW; then 
joined by EF, AL, NR
Sleepwalking 
duo; physical 
contact
Spasms
physical
contact
Kaash -  like, energetic, 
repeated pattern
Dim on AK; 
singers lying 
head to head
Black out Bright flash and 
blackout;
blue lights and then 
fade.
23.35 27.50 28.48 30.00 33.00
Diagram 4
ensemble 
-  piled up
ensemble
remain;
AK
speaks
solo
EF;
trio
MM,
SW,
NR
duo
AK&
NR;
trio
EF, SW, 
MM 
becomes 
quintet for 
all the 
women
ensemble 
-  numbers 
fluctuate; 
aline 
forms and 
reforms 
downstage; 
solo NR.
duo
AF and 
NR in 
handstand 
pose;
duo
AF
AL
ensemble 
form a 
downstage 
line; then 
a floor- 
based 
flnale.
Physical
contact
Text 2 Text 3;
physical
contact.
Dim Bright Corridor of light; 
dims then 
final fade 
out.
34.05 40.00 42.30 46.58 49.15 55.34 103.27
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If Akram Khan’s ma (2004) is to be understood more fully as a hybrid work,
characterised by productive ambiguity which is resistant to reincorporation within 
mainstream aesthetics, then the implications of this and other dances of a similar kind 
for the dance curriculum at GCSE and A Level are far reaching. The 
reconceptualisation that such work demands is of a fundamental order and one which 
accommodates renewed notions of knowledge and personal agency; an understanding 
of how subject positions are constructed; a critical approach based in intertextuality; 
and one which is structured to answer to postcolonial perspectives on cultural
diversity, power, identity, race, gender, and embodiment.
The subject of dance, as currently conceptualised is not in a secure position to face 
these challenges. The National Curriculum, in placing dance within PE frameworks, 
produces a colonising effect that is already disruptive. It conflates the artistic with the 
aesthetic; overemphasises physical performance at the expense of other activities; 
simplifies the choreographic process to the detriment of creativity; misunderstands the 
breadth and functions of context; and constrains appreciation by confusing its 
theoretical and practical applications and implicating it with planning and evaluating 
for improvement (these latter are PE terms which dance must comply with). A 
reductive essentialising approach to the subject content within GCSE and A Level 
disguises the reasons for inclusions/exclusions. The unacknowledged valuing of 
modernism means that it is questionable whether democratic educational principles 
could be fully met under the unpredictable conditions of postmodemity if the play of 
power within the specifications remains hidden.
The Foucauldian perspective indicates that the three strand approach and its 
identification of a generic area of content has furthered a construction of the subject as 
universal. This masks the specific and local modernisms that are in play and impedes 
knowledge of cultural change. If historical contingency continues unrecognised, the 
normalising strategies which operate through the specifications would remain 
unidentified and therefore unchallenged. The notion that postmodern dance forms can 
be studied using the analytical fi-ameworks in the existing system indicates how the 
specifications act to reincorporate difference into their mainstream hegemony to the 
detriment of a fuller understanding of these new styles.
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Poststructural analysis, in the form of the intertextual framework developed by 
Adshead-Lansdale (1999), showed how ma might be more appropriately interpreted. 
A unified, fixed epistemology of the subject, such as constructed within the GCSE 
and A Level, must give way to notions of hybridised, de-centred identity and multiple 
viewpoints. The active engagement of the spectator, non essentialised subjectivity and 
interdisciplinarity must be situated as a part of the interpretive process. The status of 
context within the conceptualisation of dance in education must be reconfigured, no 
longer merely as background, to help reveal authorial intention, embodied as symbolic 
content, or of interest because it explains the origins of styles for example, but 
necessary to a redrawn notion of appreciation as a process in which aspects of the 
wider socio-cultural domain are selected and activated by the reader in the 
construction of meaning which is made in dialogic relationship with the dance and 
from a particular ideological perspective.
In this respect recourse to notions of genre is essential. Hybrid work, in particular, is 
difficult to comprehend unless approached with a sense of how boundaries might be 
operating; whether broken, redrawn, or merged. Indeed whatever term is taken as 
being in effect, the instability of the ascription of meaning to the dance, the event, the 
corporealisation, or the style is clear. Understandings of elements in their new 
contexts are not necessarily grasped by looking to the original sites since they are not 
just transposed but also transformed in the process. Bhabha’s (1994) notion of the 
space between or the rift in the edges of texts from which something new is produced 
is useful, as are Prow’s (2006) theories, because they both indicate the significance of 
historical contingency. Genre becomes a tactic to deploy and a clue, or cue, as to 
how/which frames of reference may be applied or what context might be usefully 
activated by the reader in the construction of meaning.
The case studies indicated that formalist analysis, of the type which focuses tightly on 
structural accounts, tends to misconceive the function of genres as one of 
exemplification and this operates in ways that close down interpretation. Ambiguity is 
feared because it is assumed that this leads only to confusion and suggests that there 
are no rules for how meaning is constructed or adjudicated when difference of opinion 
is evident. Frow usefully argues that, albeit temporary and activated in dialogue with 
the reader, the generic frame is one such constraint that provides an answer to these
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concerns, although as the interpretation of ma indicates, it might better be described as 
one of the productive possibilities rather than as a limitation. This is not teleological 
because what constitutes a text and its perceptible features is reconceptualised and 
notions of what information or features are extrinsic/intrinsic, co-extensive, included 
or excluded, are reconfigured.
Derrida’s notion (in Kamuf 1991) that the boundaries of all texts are porous and 
provide potential sites of infiltration from the excluded outside region is neither 
nihilistic nor laissez faire. Genre provides a range of particular instances which are 
also socio-culturally and historically specific; they are contingent, temporary but 
restricted in various ways. Limits are established between the text, the reader and the 
context the reader activates in dialogue with the text; this process is dynamic, each 
element in the chain doubling back, reverberating, reconnecting and transforming to 
produce a multiplicity of possible interpretations and potentialities. It is not linear in 
the way that structuralism links content and form directly to intention in the 
specifications. The intertextual analysis of ma illustrates that it is not possible to make 
just anything out of a work; meaning cannot be willed regardless, it has to be 
constructed and then shared vrith others if it is to be meaningful. Hence other readers 
need to be persuaded of the appropriateness of the viewpoint and even if they hold to 
a different interpretation a single perspective does not have to be reached.
A chronological and genealogical approach, based on Foucault’s (2002) theories, 
identified transformations in how the conceptualisation of the three principles by 
which subject content in dance is ordered. This revealed how they construct and 
institutionalise knowledge within a modernist paradigm. A conclusion of this thesis is 
that postmodernism, by questioning the status of this type of knowledge, 
deconstructing essentialist structures, hybridising identity, and rejecting universalistic 
viewpoints fatally undermines the current conceptualisation of the three strand model. 
What is assumed to be a generic subject area is illustrated to be contingent, an 
amalgam of existing styles assumed comfortably grouped together, but even the basis 
on which this classification was made in the specifications is demonstrated to be in 
doubt since modernism itself is being reinterpreted fi*om the vantage point of 
postmodemity. Through the whole a theoretical reconceptualisation of the subject of 
dance in education begins to emerge.
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The notion of appreciation is particularly compromised by its use as a tool of 
evaluation in the specifications, in which it has been co-opted as part of differentiation 
techniques and strategies of normalisation. Masked by the Orwellian terms assessment 
for learning which imply benevolent uses, it is valued as a mechanistic tactic which 
services the requirement for progression, itself an arm of discipline as Foucault (1991) 
illustrates. Appreciation needs resituating but in a different way to that which Smith- 
Autard (2002) was seen to propose.
It was suggested that the organising principles currently operate as three areas of 
knowledge, i.e. performance, choreography and context, with appreciation co-opted as 
a process of critical evaluation which is valued for its supposed ability to enhance 
achievement. Postmodemity highlights the problematic status of knowledge. The 
reconceptualisation that emerges through this thesis thus proposes that the three 
strands should operate as three areas of activity but it must be emphasised that this is 
not of a kind with experience, such as was valued by Laban’s disciples since the 
metaphysical aspects of this are now redundant for example, nor should it be thought 
of as being that which is subsumed within practice for which competence might be 
thought of as important, since this mechanistic approach usually involves normalising 
tactics which are masked. The outcome of activity is that of subjectivity itself, the 
purposive construction of the self.
This is a necessary shift in paradigm when faced with the conditions of postmodemity 
where it seems essential to produce subjects who understand how ideologies and 
prejudices are constructed. It is not the purpose here to extrapolate how the 
reconceptualised model might be developed into curricular practice, for reasons which 
were explained in Chapter One. It is important, however, to highlight this as a 
significant area for further research once more detailed governmental criteria become 
publically available. Other such issues include: the development of links to the subject 
fi-amework embedded in the lower levels of the National Currciculum, which itself 
should be reconsidered in the light of the preceding discussion in this thesis; fiirther 
intertextual analyses need to be generated, using a range of different styles and genres 
of dance, in order to further assess the appropriateness of applying this poststmctural 
strategy to other works; suggestions are required for educational objectives, tasks and 
associated assessment procedures that avoid reductive, essentialising assumptions;
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and pedagogical practice which can encompass the renewed subject must be explored 
for its suitability at school level contexts. Doll, however, if one might be granted the 
luxury of quotation here, provides a glimpse of the exciting potential in his 
identification of reflection as significant for the educative process;
starting with a dual process of (1) bringing these understandings to 
consciousness and (2) changing them at the same time...such a process is 
transformative, not only in bringing our thoughts fi-om-taken-fbr-granted 
assumptions to explicit affirmations but also in providing us with a (process) 
frame whereby those affirmations can be studied, shared, critiqued, changed.
(Doll 1993, p.62)
The GCSE and A Level specifications have made a valuable contribution to education 
in dance. Now however, their continuing investment in modernism seems curious 
when theorists such as Hutcheon (2002) are beginning to write about post 
postmodernism and the question arises whether something new might presage on the 
horizon before dance has caught up with the shock of the old. The theoretical 
reconceptualisation is given in diagrammatic form on the following page. The reader 
should refer to this before proceeding.
Purposefully non-linear and non-hierarchical, the renewed model operates more like a 
spiral, and suggests the connectivity between the areas which exist in dialogic 
relationship with the individual, each other and the wider context (indicated by the 
pink colour in the diagram). It should be noted that the three areas of activity are as 
have been re-described throughout the thesis and should not be confused with the 
paradigms of modernism. Choreographing is that which explores current practice 
specific to style, culture, media or genre; performing means all types, live, virtual, 
digitalised, written; and spectating, unlike Smith-Autard’s (2002) notion of ‘viewing’, 
involves both structural processes and the poststmctural analytics of intertextuality. 
What is essential is that all ideologies, power and values should be acknowledged and 
how each area acts to materialise socio-cultural, somatic and embodied identity must 
be taken into account.
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^ubjectivily -  the Construction of the Se^
Knowledge and understanding
choreographing
performing
Context
Power
Ideology
I
spectating
Knowledge and understanding
Subjectivity — the Constructed Self
appreciation, critical perspectives
Diagram 5: Dance Education Renewed
It should be understood that appreciation, in both its theoretical and applied aspects, 
operates through and across all the areas. It draws upon context, activates it, 
constructs it, is constrained by it and is the means whereby knowledge and 
subjectivity are created and the constructed self is produced. The knowledge and 
understanding so gained is worked upon and reconstructed with further ongoing 
activity in the construction of the self. A significant difference to Hanstein’s (1990)
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notion of focussing on process, although processes are certainly engaged in, is that a 
range of products (dances, performances, interpretative accounts, knowledge of 
cultural practices, understanding of the activities and uses to which context is put for 
example) are created along the way, although they are not a specific aim of the model. 
Given the character of the present National Curriculum, this is fortuitous since any 
proposed renewal of dance education would need to answer to issues of assessment as 
these are currently envisaged.
The theoretical model presented keeps faith with Foucault’s notion, explored in 
Chapter 3, that life can be worked upon as an artefact and actively constructed using 
ethical processes within an aesthetics of existence which can be purposively critiqued.
At the opening of the 21®* century it is timely that dance in education is renewed.
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Appendix C. Charts of GCE A Level and GCSE Set Works
(Source: syllabuses and specifications for the relevant years)
Note: Advanced Supplementary candidates studied ONE set work from one genre; Legacy A level 
candidates studied TWO set works from different genres. Genre headings are as they appear in the 
syllabuses.
A
Level
Modem Modem Ballet African South Asian
1986 Carnival (1982) 
(Davies) Ghost Dances 
(1980) (Bruce)
Gloria (1980) 
(MacMillan)
1987 Rushes(1982) 
(Davies)
Hunter of 
Angels (1967) 
(Cohan)
La Fille Mal 
Gardée (1960) 
(Ashton)
1988 Rushes (1982) 
(Davies)
Hunter of 
Angels (1967) 
(Cohan)
Romeo and 
Juliet (1965) 
(MacMillan)
1989 Rushes (1982) 
(Davies)
Waterless 
Method of 
Swimming 
Instruction 
(1974) (Cohan)
Romeo and 
Juliet (1965) 
(MacMillan)
1990 Rushes (1982) 
(Davies)
Waterless 
Method of 
Swimming 
Instruction 
(1974) (Cohan)
Romeo and 
Juliet (1965) 
(MacMillan)
1991 Sergeant Early’s 
Dream (1984) 
(Bruce)
Waterless 
Method of 
Swimming 
Instruction 
(1974) (Cohan)
Les Sylphides
(1909)
(Fokine)
1992 Sergeant Early’s 
Dream (1984) 
(Bruce)
Soda Lake 
(1981) (Alston)
Les Sylphides
(1909)
(Fokine)
Coming Home
(1988)
(Dzikunu)
Return of Spring 
(1987) (Dananjayan)
1993 Sergeant Early’s 
Dream (1984) 
(Bruce)
Soda Lake 
(1981) (Alston)
Les Sylphides
(1909)
(Fokine)
Coming Home
(1988)
(Dzikunu)
Correspondences
(1990)
(Jeyasingh)
1994 Forest (1977) 
(Cohan)
Soda Lake 
(1981) (Alston)
Giselle (1841)
(Coralli,
Petipa)
Coming Home
(1988)
(Dzikunu)
Correspondences
(1990)
(Jeyasingh)
1995 Forest (1977) 
(Cohan)
Soda Lake 
(1981) (Alston)
Giselle (1841)
(Coralli,
Petipa)
Coming Home
(1988)
(Dzikunu)
Correspondences
(1990)
(Jeyasingh)
1996 Flesh and Blood
(1989)
(Anderson)
Giselle (1841)
(Coralli,
Petipa)
Coming Home
(1988)
(Dzikunu)
Making of Maps 
(Jeyasingh)
1997 Flesh and Blood
(1989)
(Anderson)
Giselle (1841)
(Coralli,
Petipa)
Coming Home
(1988)
(Dzikunu)
Making of Maps 
(1992) (Jeyasingh)
1998 Flesh and Blood
(1989)
(Anderson)
The Dream
(1964)
(Ashton)
Coming Home
(1988)
(Dzikimu)
Making of Maps 
(1992) (J^asingh)
1999 Flesh and Blood The Dream Coming Home Making of Maps
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(1989)
(Anderson)
(1964)
(Ashton)
(1988)
(Dzikimu)
(1992) (Jeyasingh)
At this point the identification of particular set works with specific genres was discontinued. 
The syllabus stated that the range of listed set works crossed boundaries between genres and 
hence candidates could study any two.
2000 Swansong 
(1987) (Bruce)
White Man 
Sleeps (1988) 
(Davies)
The Sleeping 
Beauty (1890) 
(Petipa)
Swan Lake
(1995)
(Bourne)
Rung( 1996) 
(Siddtqui)
2001 The Sleeping 
Beauty (1890) 
(Petipa)
White Man 
Sleeps (1988) 
(Davies)
Winter Dreams
(1991)
(MacMillan)
Swan Lake
(1995)
(Bourne)
Romance ... with 
footnotes (1993) 
(Jeyasingh)
2002 The Sleeping 
Beauty (1890) 
(Petipa)
White Man 
Sleeps (1988) 
(Davies)
Winter Dreams
(1991)
(MacMillan)
Swan Lake
(1995)
(Bourne)
Romance ... with 
footnotes (1993) 
(J^asingh)
At this point the new Specification was introduced. Candidates chose any one set work from 
those listed for Unit 3 and one other for Unit 6, in addition to further study on their unit 3 
choice. Genre was not specified.
2003 Unit 3 - choose 
from:
Pulcinella 
(1987) (Alston)
Soldat (1988) 
(Page)
Winter
Dreams
(1991)
(MacMillan)
Unit 6 - 
choose from:
Pulcinella 
(1987) (Alston)
Romance ... 
with footnotes 
(1993) 
Ùèyasingh)
Winter
Dreams
(1991)
(MacMillan)
2004 Unit 3 -  
choose from:
Pulcinella 
(1987) (Alston)
Soldat (1988) 
(Page)
Les Noces
(1923)
(Nijinska)
Unit 6 - 
choose from:
Pulcinella 
(1987) (Alston)
Soldat (1988) 
(Page)
Winter
Dreams
(MacMillan)
2005 Unit 3 -  
choose fi-om:
Rush (2000) 
(Khan)
Soldat (1988) 
(Page)
Les Noces
(1923)
(Nijinska)
Unit 6 -  
choose from:
Pulcinella 
(1987) (Alston)
Soldat (1988) 
(Page)
Les Noces
(1923)
(Nijinska)
2006 Unit 3 -  
choose fi"om:
Rush (2000) 
(Khan)
Wyoming
(1988)
(Davies)
Les Noces
(1923)
(Nijinska)
Unit 6 -  
choose from:
Rush (2000) 
(Khan)
Soldat (1988) 
(Page)
Les Noces
(1923)
(Nijinska)
2007 Unit 3 -  
choose fit)m:
Nutcracker!
(1992)
(Bourne)
Wyoming
(1988)
(Davies)
Rush (2000) 
(Khan)
Unit 6 -  choose 
from:
Les Noces
(1923)
(Nijinska)
Wyoming
(1988)
(Davies)
Rush (2000) 
(Khan)
272
Chart of GCSE Set Works.
(Source: syllabuses and specifications for the relevant years)
Note: listing refers to the London and East Anglia Group (the only examination board to identify a set 
work) until 1994 Wien they ceased to set papers. The Northern Examination and Assessment Board became 
the only board offering GCSE in 1998, they did not prescribe a set work until they revised their syllabus at 
this point. Candidates chose ONE from those listed. NEAB handed over to AQA in 2002.
GCSE
1988
LEAG
La Fille Mal Gardée (1960) (Ashton) Voices (1981) (Janet Smith)
1989 Manon (MacMillan) Hunter of Angels (1959) (Cohan)
1990 Manon (MacMillan) Hunter of Angels (1959) (Cohan)
1991 Onegin (1965) (Cranko) Lonely Town Lonely Street (1980) (North)
1992 Onegin (1965) (Cranko) Lonely Town Lonely Street (1980) (North)
1993 Les Sylphides (1909) (Fokine) Sergeant Early’s Dream (1984) (Bruce)
(final year of the LEAG GCSE)
* Waterless Method of Swimming Instruction (Cohan) 
was published but corrected by an erratum notice.
1994
1995
1996
1997
1998
NEAB
Petrushka (1911) (Fokine) Note: prior to this NEAB did not prescribe a set work.
1999 Petrushka (1911) (Fokine)
2000-
2001
Swansong (1987) (Bruce)
2002-
2003
“Still Life” at the Penguin Café 
(1988) (Bintley)
2004-
2005
Cross Channel (1992) (Anderson)
2006-
2007
Front Line (2000) 
Oguike
2008-
2009
Bird Song (2004) 
Davies
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Chart of Works and Themes to compare and contrast with Still Life at the Penguin Café 
Source: Sanders, L., Still Life at the Penguin Café - A Resource Pack for Teachers, 
National Resource Centre for Dance, 2000.
Use of Humour La Fille Mal Gardée (1960) Frederick Ashton 
Tales o f Beatrix Potter (1971) Frederick Ashton 
Hobson’s Choice (1989) David Bintley 
Rooster (1992) Christopher Bruce
Representation of Animals Peter and the Wolf{\999) Mathew Hart 
La Fille Mal Gardée (1960) Frederick Ashton 
Tales o f Beatrix Potter (1971) Frederick Ashton 
L ’Enfant et les Sortilèges ( 1984)
Swan Lake (1995) Matthew Bourne 
Swan Lake (1895) Marius Petipa
Use of Folk dance or Social dance La Fille Mol Gardée (1960) Frederick Ashton 
Sergeant Early’s Dream (1984) Christopher Bruce 
Swing Time (1936) or Top //or (1935) musical 
comedy films with Fred Astaire and Ginger Rogers 
Coming Home by Adzido 
Façade (1931) Frederick Ashton
Use of Literature as a stimulus Longevity (1994) Gary Lambert
Tales o f Beatrix Potter (1971) Frederick Ashton
Hobson’s Choice (1989) David Bintley
Wyoming (1988) Siobhan Davies
Winter Dreams (1991) Kenneth MacMillan
Swansong (1987) Christopher Bruce
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Appendix Ë. List of Set Dances for GCE A level Dance.
(Listed according to their year of creation not the year of examination. These solos have been recycled over 
several years, most of them reappearing many times).
Year of Creation Title of Solo Choreographer
1986 Memories of When (Modem dance)
Classical Solo (male)
Classical Solo (female)
Earthsong (Classical and Modem)
Janet Smith
Frank Freeman 
Susan Town
Christopher Bannerman
1987 Narcissus 
(Classical, male)
Echo (Classical, female)
A la Marcia and allegretto (Classical 
and Modern)
Graham Lustig
Graham Lustig 
Robert North
1989 Varsham (SE Asian)
Atsiagbekor (African)
Rains Through Rhythm (SE Asian)
Pushkala Gopal 
George Dzikunu 
Pratap Pawar
1990 Ceremonial and Rondino (Classical and 
Modem)
Pasos Terrenalas (Ballet)
Adios a Mis Pefias (Modem Dance)
Susan Crow
Janet Smith 
Janet Smith
1991 Nobene (SE Asian) 
Kutelu
Bishakha Sarker 
Boaji Badejo
1993 Sign on the Line (Modem Dance) 
The Letter (Classical)
Keli (SE Asian)
Micha Bergese 
Micha Bergese 
Jayachandran
1996 Wolubena (African) Norman Stevenson
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Appendix F. Scheme of Assessment: GCE A Level Dance
SCHEME OF ASSESSMENT: GCE A Level Dance
Advanced Subsidiary (AS): 
UNITl
Practical Examination
40% of the AS marks (reduces 
to 20% of total A2)_________
Candidates are required to choreograph and perform a solo dance, 
normally of between two and three minutes’ duration. Specific tasks 
are set from which the candidate selects one. Candidates are also 
required to produce a single page of programme notes.
The practical examination is set by the AQA and marked by a 
visiting examiner.________________________________________
UNIT2
Coursework Essay
30% of the AS marks (reduces 
to 15% of total A2)
Candidates are required to provide an analysis of the Solo 
Choreography and Performance presented for Module 1. The 
analysis should identify the salient features of the dance, i.e. the 
choice of movement, the choreographic devices used, the form of 
the piece and its significance in terms of the question selected. 
Written descriptions, floor plans and notation should be included, as 
appropriate. Reference should be made to the process of 
investigating, experimenting, selecting, choreographing and to 
technical development and performance training. Detailed 
instructions are given in Section 19 Nature of Centre Assessed 
Component and Section 20 Assessment Criteria.
The coursework is marked by the teacher and moderated by AQA.
UNÏT3
Written Examination
30% of the AS marks (reduces 
to 15% of the total A2)______
Candidates are required to answer compulsory short-answer 
questions and structured essay questions.
The focus is on the dancers’ experience in training, as performer and 
as audience, and will draw on the candidate’s knowledge of one set 
work.
The written examination is set by AQA and marked externally._____
Advanced Level (A2): 
UNIT 4
Practical Examination 
15% of the total marks
Candidates are required to choreograph a group dance, normally of 
between two and three minutes’ duration, in which they do not 
perform. Specific tasks are set, from which the candidate chooses 
one. A single page of programme notes is required.
The practical examination is set by AQA and marked by a visiting 
examiner.
UNIT5
Practical Examination 
15% of the total marks
Candidates are required to answer TWO compulsory questions. 
Question 1
Performance of a Set Dance. Each candidate chooses in advance and 
performs a prescribed solo in one of a range of dance genres 
including Afiican dance, ballet, modem dance or South Asian 
dance.
Question2
Performance from a notated score. Each candidate is given 30 
minutes invigilated preparation time to read and learn a dance from 
a notated score presented on the day of the examination. The dance 
is then performed without the score in hand. Scores in Benesh 
Notation and Labanotation are provided in a range of genres fit>m 
which the candidates may choose. The audio acconq>animent is also 
provided.
The practical examination is set by AQA and marked by a visiting 
examiner.
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UNIT 6
Written Examination 
20% of the total marks
While dance by its nature is synoptic, and assumes candidates’ 
understanding of connections between different subject elements, it 
is particularly apparent in this examination. The unit comprises two 
sections.
Section A: Candidates must answer at least ONE question.
Section B: Candidates must answer at least ONE question on EACH 
of the set works.
Candidates must also answer ONE additional question from Section 
A or Section B.
The written examination is set by AQA and marked externally.
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Appendix G. Dance Analysis Charts reproduced from (Adshead 1988, pp.l 18-121).
Stage 1:
Skills Discerning, describing and naming components in the dance.
Concepts 1 Components
1.1 Movement:
Whole body or parts, including actions, gestures, and stillness, e.g. steps, jumps, turns, falls, 
locomotion, movement in place, balances.
1.11 Spatial elements
1.111 shape
1.112 size
1.113 pattern/line
1.114 direction/level
1.115 location in performance space
1.12 Dynamic elements
1.121 tension/force, strength/lightness
1.122 speed/tempo
1.123 duration
1.124 rhythm
1.13 Clusters o f movement elements : simultaneous
occurrence of movement with spatial and dynamic elements (1.1,1.11 
and 1.12)
1.2 Dancers
1.2.1 Number and sex
1.2.2 Role, lead/subsidiary
1.2.3 Clusters of elements concerned Wth dancers, simultaneous 
occurrence of 1.21 and 1.22
1.3 Visual setting/environment
1.3.1 Performance area, set/surroundings
1.3.2 Lighting
1.3.3 Costumes and props
1.3.4 Clusters of visual elements, simultaneous occurrence of 1.31, 
1.32 and 1.33
1.4 A ural elements
1.4.1 sound
1.4.2 the spoken word
1.4.3 music
1.4.4 clusters of aural elements, simultmieous occurrence of 1.41,
1.42 and 1.43.
1.5 Complexes: simultaneous occuirence of elements of clusters 
and/or clusters, i.e. any grouping of 1.1,1.2,1.3 and 1,4.
Stage 2:
Skills Discerning, describing and naming components in the dance form.
Recognising the comparative importance of relations within die dance form.
Concepts 2 Form
2,1 Relations according to components: there may occur within a
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single movement or between movements, within a single element or between elements.
2.11 Relations between spatial and dynamic elements;
clusters of movement elements 
2.12Relations between dances in number, sex and role;
clusters of elements pertaining to dancers 
2.13Relations between elements of the physical
setting/environment; performance area, lighting, costumes and props; 
clusters of visual elements.
2.14Relations between aural elements, sound, the spoken 
word, music; clusters of aural elements.
2.15Relations between complexes (see 1.5)
2.2 Relations at a point in time, i.e. any combination of 2.1
2.2.1 Simple/complex
2.2.2 Likeness/commonalities
2.2.3 Differences/opposition
2.3 Relations through time, i.e. between one occurrence and the next, e.g. between 
one movement and the next, or one dancer and the next resulting in named 
relations (canon, fugue, ostinato etc.) and general categories (elaboration, 
inversion).
2.3.1 Exact repetition/recurrence
2.3.2 Alteration of one or more components or clusters
2.3.3 Addition or subtraction or one or more components or clusters
2.3.4 Alteration of the order of events
2.4 Relations between the moment and the linear development (at a point in time), 
i.e. relations accounting for particular effects which depend to some extent on a 
specific moment(s), e.g. emphasis by means of accent, focus, reinforcement, 
climax.
2.5 MaJor/minor/subsidiary relations
2.5.1 Complexes, strands, units, phrases and sections in relation to 
each other
2.5.2 Complexes, strands, units, phrases and sections in relation to 
the total dance form
2.5.3 The total web of relations
Stage 3;
Skills Interpreting the dance: recognising and identifying its character, ascribing 
qualities to the dance and understanding its meanings.
Concepts 3 Interpretation
3.1 Concepts through which interpretations are made
3.1.1 Socio-cultural background, e.g. giving rise to the notion of 
Tongan dance of the mid twentieth century; located in time 
and place (historical/geographical)
3.1.2 Context: purposes of the dance, e.g. for artistic, social or ritual 
functions, giving rise to the terms social dance, ritual dance 
etc.
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3.1.3 Genre; grouping dances according to shared characteristics 
identifiable within the context and socio-cultural background, 
eg. ballet; modem dance, as types of dance as art
3.131 Style: of the dance: groupings of dance within a 
genre exhibiting a smaller range of shared 
characteristics, eg. central European/American, as 
types of modem dance
Style: of the choreographer: e.g. within contemporary 
dance in Britain 1970-80, the work of Alston, Bruce, 
Cohan, Davies, North
Style: of the performance: individual style e.g. Odette/Odile by Fonteyn, Makarova; company 
style e.g. North’s ‘Troy Game’ by LCDT, Royal Ballet and Dance Theatre of Harlem
3.1.4 subject matter
3.141 content, e.g. ‘pure’ movement, story, theme, topic, 
idea
3.142 treatment e.g. representational, narrative, literal, 
abstract, lyrical, impressionistic
3.2 Concepts relating to the interpretation o f a specific dance
3.2.1 Character: identification of the dance as a specific example of 
a type of dance through recognition of the subject matter and 
its treatment, its genre and style, in the appropriate context and 
socio-cultural background.
3.2.2 Qualities: ascriptions to the dance of qualities pertaining to 
appearances, atmospheres, effects, impressions, moods, arising 
from the character of the dance
3.2.3 Meanings/significance: understanding of the unique statement 
or point of the dance through consideration of its individual 
character and qualities in relation to its purpose or function.
NB Character, qualities and meanings are recognised with reference to components, clusters and complexes 
as related in phrases and sections of tiie whole dance. Particular ascriptions of character, quality etc, may 
relate to parts of the dance or to the whole.
Stage 4:
Skills Evaluating the dance: appraising and judging ite worth and merit.
Concepts 4 Evaluation
4.1 Concepts through which evaluations are made
4.1.1 The general values o f the society and culture
4.1.2 The specific values embodied in the context in which dances 
appear and of the frmctions or purposes that they serve, as 
artistic, social or ritual works
4.1.3 The particular values associated with different genres and 
styles, reflected in the criteria of excellence (norms and 
standards) in each sphere
4.1.4 Subject matter
4.1.4.1 appTc^riateness of the range of subject 
matter found in dances which are 
characteristic of genres and styles
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4.1.4.2 appropriateness of the range of treatment of 
the subject matter
4.2 Concepts relating to the evaluation o f a specific dance
4.2.1 Worth and merit o f the dance: that is, how the dance is judged
to demonstrate and create both the values associated with the 
socio-cultural background and context and the norms and 
standards inherent in the specific genre and style in which the 
dance is located.
4.2.1.1 Effectiveness and appropriateness o f the 
choreography, i.e. the choice of 
components, the structuring of components 
in relation to the subject matter, style and 
genre in creating a dance of character, 
quality and meaning
4.2.1.2 Effectiveness and appropriateness o f the 
performance, i.e. the execution of the 
choreography in a particular instance in 
terms of technical competence and 
interpretative abilities in performing a dance 
of character, quality and meaning.
NB Judgments and appraisals of dance relate to the merit and worth of the individual dance. They may also 
be comparative, that is, the dance may be assessed in relation to other performances of the same dance and 
other dances which have similar characteristics.
:
■ %
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Appendix H. Summary of the UK Dance Landscape 2004 -  2005.
Source: calendars published in the Dancing Times. This journal is widespread and accessible. Although it 
cannot be said to contain all work presented, it gives a useful indication of the coverage in the UK. The 
venues are those which are given repeated mention. Companies who appeared to perform only once in a 
single venue have been omitted from the details below for die sake of space. This is not to indicate that they 
might have made no impact.
Festivals:
Dance Umbrella (annual festival of UK and international contemporary dance held in several venues across 
the country); Woking Dance Umbrella (biannual festival of dance, Woking, Surrey); nottdance (festival of 
contemporary dance); Leap into Dance (annual festival of dance in Richmond, Surrey); New Territories 
(festival of contemporary dance in Scotland); Moving Parts (festival of contemporary dance in 
Birmingham); Collision (week of international contemporary dance in Croydon, Surrey); Edinburgh 
International Festival and Fringe Festival (annual arts festivals which include dance); Resolution at The 
Place (annual spring festival of contemporary dance); Brighton Festival (annual summer festival of arts); 
deciBelxtrex (celebration of African, Asian and Caribbean dance); Daiwa International Butoh Festival 
(London); Jump (contemporary dance at Eastleigh); White Christmas at The Place (contemporary dance); 
Rosetta: Live (dance, music, film, installations and poetry at Riverside Studios, London); several Hip Hop 
and Flamenco Festivals at Sadler’s Wells, London; Cardiff Dance Festival (contemporary dance and the 
first to be held); British Dance Edition (industry showcase events for promoters); Digital Dance Week 
(Laban Centre); several festivals of dance films at the National Film Theatre, London; Capture 
Installations, national tour screen-based dance installations and film.
Venues
London: Barbican; Borough Hall Greenwich; Chisenhale Dance Space; Dance at Arts Depot; Jacksons 
Lane Community Centre; Laban Centre; National Film Theatre Peacock Theatre; Royal Opera House (main 
stage, Linbury Theatre and Clore Studio); Riverside Studios; Roehampton College Theatre; Sadler’s Wells 
and Lilian Baylis Theatres; South Bank Centre (Queen Elizabeth Hall, Purcell Room, Royal Festival Hall); 
The Place.
Others: Brewery Arts Centre Kendal; Brighton Dome; Birmingham Hippodrome; Cambridge Arts Theatre; 
Chancellor Hall Chelmsford; Dance House Derby; Derogate Northhampton; Festival Theatre Edinburgh; 
Grand Theatre Blackpool; Lowry Salford; Lyceum, and Crucible Theatres Sheffield; Noithgate Arts Centre 
Ipswich; Peepul Centre Leicester; Riley Theatre Leeds; South Hill Park Bracknell; Swan High Wycombe; 
The Point Eastleigh; Theatre Royal Glasgow; Trinity Theatre Tunbridge Wells; Warwick Arts Theatre.
International Companies and Artists (not including those listed in Appendix I)
Alain Platel/Les Ballets C de la B; Alvin Ailey Dance Theatre; Aurelia’s Oratorio; Australian Ballet; 
Australian Dance Theatre; Ballet Ireland; Ballet Nacional de Cuba; Ballet Preljocaj; Ballet West; Ballet 
Lorent; Batsheva Dance Company; Benji Reid; Bill T Jones/ Amie Zane Dance Company; Bireshwar 
Gautam; Bolshoi Ballet Company; Boris Charmatz; Cas Public; Catherine Diverres; Chisinau National 
Ballet; Cloud Gate Dance Theatre of Taiwan; Company Kafig; Company Raiy; Companie Maguy Marin; 
Companhia Paulo Ribeiro; Companhia de Dança Deborah Colker; Compagnie Montalvo Herieu; Cirque du 
Soleil; Dance Theatre of Harlem; Dance Theatre of Ireland; Daniel Léviellé Dace; Deborah Hay Dance 
Company; Dutch National Ballet; European Ballet; Forsythe Company; Gauri Sharma Tripathi/ANKH 
Dance Company; Gmpo Corpo; Gumboots; Herman Diephuis; Incapaciôn Danza; Imperial Ice Stars; Igor 
Zelensky and International Ballet Stars; Jaleo Flamenco; Jerome Bel; Josef Nadj; Kirov; La Ribot; La 
Compagnie FV; Lady Salsa from Cuba; Lar Lubovitch Dance Company; Lithuanian National Ballet; Lyon 
Opera Ballet; Mark Morris Dance group; Merce Cunningham Dance Company; Mikhail Baryshnikov; 
Moscow City Ballet; Moscow Stanislavsky Ballet; Momix; Nederlands Dans Theatre I and 2; Nikolais 
Dance Theatre; Nihon Buyo Foundation; Nuevo Ballet Espagnol; New York City Ballet; Ney from Turkey; 
Paco Pena; Paris Opera Ballet; Pascal Huibin; Pennsylvania Ballet; Peter Schauffiis Ballet Company;
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Rachid Ouramdance; Royal New Zealand Ballet; Russian Cossak State Dance Company; Russian State 
Ballet Company of Siberia; Roger Hylton Urban Classicism; Riverdance; Salia ni Seydou; San Francisco 
Ballet; Stars from the Royal Danish Ballet; Singapore Dance Theatre, Steven Petronio and Company; St 
Petersburg Ballet Theatre; Stomp; Tango For Dos; Tricia Brown Dance Company; Wim 
Vandekeybus/Ultima Vez; Vincent Mantsoe; Viyani Dance Theatre.
UK Based Companies and Artists (not including those listed in Appendix I unless they presented 
work other than that for which they are listed there)
ACE Dance and Music; Adam Cooper; Adzido; Angika; Akram Khan Company; Akram Khan and Sidi 
Larbi Cherkaoui; Anurehka Ghosh and Company; Arc Dance Company; Arthur Pita; Attic Dance; 
Balletomania; Ballet Central; Bedlam Dance Company; Birmingham Royal Ballet; Biserk Dance 
Company; Bum the Floor; Carlos Acosta Company; Cathy Marston; CandoCo Dance Company; Charles 
Linehan Company; Chelsea Ballet; Chicken Shed Theatre Company; Cholmondeleys and 
Featherstonehaughs; Colin Poole; Darkin Ensemble; Dance Northwest; David Hughes; Diversions Dance 
Company; DV8 Physical Theatre; EDge (LCDS); English National Ballet; From Here to Maturity; 
Generating Company; George Piper Dances; Green Candle Company; Harlow Ballet Association; Henry 
Oguike Dance Company; High Spin; Independent Ballet Wales; Jasmin Vardimon Dance Company; Jonzi 
D; Lisa Torun Company; Ludus; Maresa von Stockhert and Tilted Dance Company; Matthew Boume; 
Magic of the Dance; Mavin Khoo Dance Company; Michael Clark Company; Motionhouse; Nigel 
Chamock; Nina Rajarani Dance Creations; Northern Ballet Theatre; Phoenix Dance Company; Protein 
Dance Company; Rashpal Singh Bansal; Rambert Dance Company; Retina Dance Company; RJC Dance 
Company; Richard Alston Dance Company; Ricochet Dance Productions; Rosemary Butcher Company; 
Rosemary Lee and Nic Sandiland; Royal Ballet; Russell Maliphant Company; Sarkoba Dance Theatre; 
Seven Sisters group; Shobana Jeyasingh Dance Company; Scottish Ballet Theatre; Scottish Dance Theatre; 
Siobhan Davies Dance Company; Stan Won’t Dance; Sonia Sabri Dance Company; Spinal Chord Project; 
Strictly Ballroom; Stop Gap Dance Company; Sylvie Guillem and the Ballet Boyz; Tavaziva Dance 
Company; Transitions Dance Company; theaisemblegroup; Tom S^sford; Tom Roden and Pete Shelton; 
Tribhanghi Dance Theatre Company; Union Dance; Vincent Dance Theatre; Walker Dance Park Music; 
Welsh Independent Dance; Yolande Snaith Theatredance.
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